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In	 ﾠresponse	 ﾠto	 ﾠglobalization,	 ﾠis	 ﾠthere	 ﾠto	 ﾠbe	 ﾠa	 ﾠsingle,	 ﾠhomogeneous	 ﾠset	 ﾠof	 ﾠaesthetic	 ﾠvalues	 ﾠ
governing	 ﾠthe	 ﾠproduction	 ﾠand	 ﾠconsumption	 ﾠof	 ﾠart?	 ﾠThe	 ﾠarticle	 ﾠfocuses	 ﾠon	 ﾠa	 ﾠnewcomer	 ﾠto	 ﾠ
globalized	 ﾠcontemporary	 ﾠart,	 ﾠChina.	 ﾠIt	 ﾠsuggests	 ﾠthat	 ﾠartworld	 ﾠart	 ﾠ(encompassed	 ﾠby	 ﾠthe	 ﾠartworld	 ﾠ
institutions	 ﾠof	 ﾠcommerce,	 ﾠmuseums,	 ﾠand	 ﾠthe	 ﾠacademy)	 ﾠis	 ﾠfar	 ﾠfrom	 ﾠthe	 ﾠonly	 ﾠart	 ﾠcurrently	 ﾠ
produced.	 ﾠArt	 ﾠbeyond	 ﾠthe	 ﾠartworld,	 ﾠwhether	 ﾠcommercial	 ﾠor	 ﾠreligious,	 ﾠis	 ﾠimportant	 ﾠto	 ﾠmany	 ﾠ
people	 ﾠworldwide.	 ﾠIt	 ﾠdescribes	 ﾠfour	 ﾠkinds	 ﾠof	 ﾠart	 ﾠcurrently	 ﾠmade	 ﾠin	 ﾠChina.	 ﾠThree	 ﾠare	 ﾠartworld	 ﾠart	 ﾠ
(Modernist,	 ﾠtraditional,	 ﾠand	 ﾠavant-ﾭ‐garde),	 ﾠone	 ﾠis	 ﾠnon-ﾭ‐artworld	 ﾠ(mass	 ﾠcommercial).	 ﾠConnections	 ﾠ
exist	 ﾠamong	 ﾠthem.	 ﾠFurther,	 ﾠit	 ﾠargues	 ﾠthat	 ﾠpractices	 ﾠin	 ﾠall	 ﾠfour	 ﾠconform	 ﾠto	 ﾠexpectations	 ﾠglobally	 ﾠ
that	 ﾠChinese	 ﾠart	 ﾠof	 ﾠall	 ﾠkinds	 ﾠshould	 ﾠexemplify	 ﾠimitation,	 ﾠemulation,	 ﾠand	 ﾠcopying.	 ﾠSuch	 ﾠconformity	 ﾠ
entails	 ﾠwhat	 ﾠWinnie	 ﾠWong	 ﾠhas	 ﾠtermed	 ﾠ‘staging	 ﾠChineseness’.	 ﾠThe	 ﾠarticle	 ﾠconcludes	 ﾠwith	 ﾠan	 ﾠ
examination	 ﾠof	 ﾠthis	 ﾠprocess	 ﾠin	 ﾠtwo	 ﾠrecent	 ﾠexhibitions	 ﾠbefore	 ﾠproposing	 ﾠthat	 ﾠa	 ﾠproliferation	 ﾠof	 ﾠa	 ﾠ
variety	 ﾠof	 ﾠvalues	 ﾠis	 ﾠunavoidable	 ﾠwhile	 ﾠcontemporary	 ﾠartworld	 ﾠpractitioners	 ﾠcontinue	 ﾠto	 ﾠ
introduce	 ﾠlocal	 ﾠconcerns,	 ﾠand	 ﾠwhile	 ﾠthe	 ﾠself-ﾭ‐claimed	 ﾠhigh	 ﾠstatus	 ﾠof	 ﾠartworld	 ﾠart	 ﾠis	 ﾠprogressively	 ﾠ
challenged	 ﾠby	 ﾠthe	 ﾠvitality	 ﾠworldwide	 ﾠof	 ﾠnon-ﾭ‐artworld	 ﾠart.	 ﾠWhile	 ﾠsome	 ﾠof	 ﾠthese	 ﾠvalues	 ﾠare	 ﾠ




Although	 ﾠI	 ﾠhope	 ﾠto	 ﾠcast	 ﾠsome	 ﾠlight	 ﾠon	 ﾠaesthetic	 ﾠglobalization,	 ﾠmy	 ﾠfocus	 ﾠis	 ﾠon	 ﾠone	 ﾠcountry:	 ﾠChina.	 ﾠ
In	 ﾠrecent	 ﾠyears,	 ﾠmany	 ﾠpeople	 ﾠoutside	 ﾠChina	 ﾠhave	 ﾠhad	 ﾠopportunities	 ﾠto	 ﾠsee	 ﾠconsiderable	 ﾠ
quantities	 ﾠof	 ﾠcontemporary	 ﾠChinese	 ﾠart.	 ﾠThe	 ﾠepicenter	 ﾠof	 ﾠwhat	 ﾠhas	 ﾠbecome	 ﾠa	 ﾠglobal	 ﾠ
phenomenon	 ﾠwas	 ﾠthe	 ﾠChina/Avant-ﾭ‐Garde	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠNational	 ﾠArt	 ﾠGallery,	 ﾠBeijing	 ﾠin	 ﾠ1989,	 ﾠ
co-ﾭ‐organized	 ﾠby	 ﾠthe	 ﾠcritic	 ﾠand	 ﾠart	 ﾠhistorian	 ﾠGao	 ﾠMinglu,	 ﾠnow	 ﾠchair	 ﾠof	 ﾠthe	 ﾠDepartment	 ﾠof	 ﾠArt	 ﾠ
History,	 ﾠSichuan	 ﾠFine	 ﾠArt	 ﾠInstitute.	 ﾠThe	 ﾠpolice	 ﾠclosed	 ﾠthe	 ﾠexhibition	 ﾠafter	 ﾠjust	 ﾠfour	 ﾠhours.	 ﾠTwenty	 ﾠ
years	 ﾠand	 ﾠmany	 ﾠexhibitions	 ﾠand	 ﾠpublications	 ﾠlater,	 ﾠpolice	 ﾠin	 ﾠBeijing	 ﾠprevented	 ﾠGao	 ﾠand	 ﾠhis	 ﾠfellow	 ﾠ
organizers	 ﾠfrom	 ﾠhosting	 ﾠtwo	 ﾠcommemorative	 ﾠevents	 ﾠscheduled	 ﾠat	 ﾠthe	 ﾠsame	 ﾠvenue	 ﾠin	 ﾠ2009.	 ﾠThe	 ﾠ
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*	 ﾠThis	 ﾠarticle	 ﾠderives	 ﾠfrom	 ﾠpapers	 ﾠgiven	 ﾠat	 ﾠtwo	 ﾠsymposia	 ﾠin	 ﾠ2011:	 ﾠThe	 ﾠState	 ﾠof	 ﾠAesthetics	 ﾠ(Institute	 ﾠof	 ﾠ
Philosophy,	 ﾠUniversity	 ﾠof	 ﾠLondon),	 ﾠand	 ﾠUnsettled	 ﾠBoundaries:	 ﾠPhilosophy,	 ﾠArt,	 ﾠand	 ﾠEthics,	 ﾠEast/West	 ﾠ
(Marquette	 ﾠUniversity,	 ﾠMilwaukee,	 ﾠWisconsin).	 ﾠI	 ﾠshould	 ﾠlike	 ﾠto	 ﾠthank	 ﾠthe	 ﾠorganizers	 ﾠand	 ﾠfellow	 ﾠ
participants	 ﾠfor	 ﾠsuggestions	 ﾠthat	 ﾠled	 ﾠto	 ﾠrevisions.	 ﾠI	 ﾠshould	 ﾠalso	 ﾠlike	 ﾠto	 ﾠthank	 ﾠA.W.	 ﾠEaton,	 ﾠGao	 ﾠShiming,	 ﾠ
and—most	 ﾠespecially—Winnie	 ﾠWon	 ﾠYin	 ﾠWong.	 ﾠThe	 ﾠaward	 ﾠof	 ﾠthe	 ﾠBeinecke	 ﾠFellowship	 ﾠat	 ﾠthe	 ﾠSterling	 ﾠand	 ﾠ
Francine	 ﾠClark	 ﾠArt	 ﾠInstitute,	 ﾠWilliamstown,	 ﾠMassachusetts	 ﾠfor	 ﾠthe	 ﾠfall	 ﾠsemester,	 ﾠ2011	 ﾠenabled	 ﾠme	 ﾠto	 ﾠ
complete	 ﾠthis	 ﾠarticle.	 ﾠI	 ﾠwish	 ﾠto	 ﾠexpress	 ﾠmy	 ﾠgratitude	 ﾠto	 ﾠthe	 ﾠdirector	 ﾠof	 ﾠthe	 ﾠResearch	 ﾠand	 ﾠAcademic	 ﾠ
Program	 ﾠat	 ﾠthe	 ﾠClark,	 ﾠMichael	 ﾠAnn	 ﾠHolly,	 ﾠher	 ﾠcolleagues,	 ﾠand	 ﾠthe	 ﾠother	 ﾠfellows,	 ﾠfor	 ﾠunstinting	 ﾠintellectual	 ﾠ
stimulation	 ﾠand	 ﾠpractical	 ﾠsupport.	 ﾠ
	 ﾠ	 ﾠ 2	 ﾠ
Chinese	 ﾠavant-ﾭ‐garde	 ﾠartists	 ﾠwhose	 ﾠwork	 ﾠwas	 ﾠto	 ﾠhave	 ﾠbeen	 ﾠshown,	 ﾠand	 ﾠothers,	 ﾠhad	 ﾠembraced	 ﾠ
and	 ﾠdeveloped	 ﾠWestern	 ﾠcontemporary	 ﾠart	 ﾠpractices.	 ﾠSolely	 ﾠfor	 ﾠconvenience,	 ﾠI	 ﾠshall	 ﾠuse	 ﾠthe	 ﾠterm	 ﾠ
Chinese	 ﾠavant-ﾭ‐garde	 ﾠto	 ﾠdescribe	 ﾠtheir	 ﾠwork	 ﾠand	 ﾠthat	 ﾠof	 ﾠothers	 ﾠwho	 ﾠpursue	 ﾠsimilar	 ﾠpractices.	 ﾠ
	 ﾠ As	 ﾠrecently	 ﾠas	 ﾠ2005,	 ﾠBritta	 ﾠErickson,	 ﾠcurator	 ﾠof	 ﾠthe	 ﾠexhibition	 ﾠOn	 ﾠthe	 ﾠEdge:	 ﾠContemporary	 ﾠ
Chinese	 ﾠArtists	 ﾠEncounter	 ﾠthe	 ﾠWest	 ﾠat	 ﾠthe	 ﾠCantor	 ﾠArts	 ﾠCenter	 ﾠat	 ﾠStanford	 ﾠUniversity,	 ﾠcould	 ﾠclaim:	 ﾠ
‘China’s	 ﾠavant-ﾭ‐garde	 ﾠartists	 ﾠare	 ﾠdoubly	 ﾠmarginal.	 ﾠThey	 ﾠare	 ﾠmarginalized	 ﾠin	 ﾠtheir	 ﾠown	 ﾠcountry,	 ﾠ
and	 ﾠChina’s	 ﾠart	 ﾠis	 ﾠconsidered	 ﾠmarginal	 ﾠby	 ﾠthe	 ﾠinternational	 ﾠart	 ﾠcommunity’.
1	 ﾠWe	 ﾠmight	 ﾠinterpret	 ﾠ
this	 ﾠclaim	 ﾠas	 ﾠno	 ﾠmore	 ﾠthan	 ﾠa	 ﾠsales	 ﾠpitch	 ﾠappealing	 ﾠto	 ﾠthe	 ﾠvalue	 ﾠof	 ﾠnovelty,	 ﾠfor	 ﾠby	 ﾠthen	 ﾠChinese	 ﾠ
avant-ﾭ‐garde	 ﾠart	 ﾠwas	 ﾠpenetrating	 ﾠthe	 ﾠentire	 ﾠartworld.	 ﾠ(By	 ﾠthe	 ﾠartworld	 ﾠI	 ﾠmean	 ﾠthe	 ﾠinternational	 ﾠ
system	 ﾠof	 ﾠexhibition,	 ﾠcollection,	 ﾠcommerce,	 ﾠscholarship,	 ﾠand	 ﾠpublication	 ﾠcentered	 ﾠon	 ﾠgalleries,	 ﾠ
auction	 ﾠhouses,	 ﾠmuseums,	 ﾠbiennials,	 ﾠfairs,	 ﾠpublishers,	 ﾠwebsites,	 ﾠart	 ﾠschools,	 ﾠcolleges,	 ﾠand	 ﾠ
universities.)	 ﾠLet	 ﾠus	 ﾠlook	 ﾠat	 ﾠauctions.	 ﾠIn	 ﾠ2008,	 ﾠChristie’s	 ﾠorganized	 ﾠits	 ﾠfirst	 ﾠprestigious	 ﾠevening	 ﾠ
sales	 ﾠof	 ﾠChinese	 ﾠcontemporary	 ﾠart.	 ﾠAt	 ﾠthe	 ﾠFebruary,	 ﾠ2010	 ﾠsale	 ﾠof	 ﾠChinese	 ﾠcontemporary	 ﾠart	 ﾠat	 ﾠ
Sotheby’s,	 ﾠLondon,	 ﾠall	 ﾠthe	 ﾠlots	 ﾠsold,	 ﾠmeeting	 ﾠor	 ﾠexceeding	 ﾠtheir	 ﾠestimates.	 ﾠOn	 ﾠApril	 ﾠ3,	 ﾠ2011,	 ﾠ
Sotheby’s,	 ﾠHong	 ﾠKong	 ﾠoffered	 ﾠworks	 ﾠfrom	 ﾠthe	 ﾠearly	 ﾠyears	 ﾠof	 ﾠthe	 ﾠChinese	 ﾠavant-ﾭ‐garde—the	 ﾠ1980s	 ﾠ
and	 ﾠearly	 ﾠ‘90s—under	 ﾠthe	 ﾠtitle	 ﾠThe	 ﾠNascence	 ﾠof	 ﾠAvant	 ﾠGarde	 ﾠChina.	 ﾠThis	 ﾠsale	 ﾠwas	 ﾠdrawn	 ﾠ
exclusively	 ﾠfrom	 ﾠthe	 ﾠholdings	 ﾠof	 ﾠa	 ﾠleading	 ﾠcollector	 ﾠof	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠart,	 ﾠBelgian	 ﾠ
industrialist,	 ﾠGuy	 ﾠUllens.	 ﾠIt	 ﾠwas	 ﾠhugely	 ﾠsuccessful.	 ﾠFor	 ﾠinstance,	 ﾠZhang	 ﾠXiaogang’s	 ﾠoil	 ﾠon	 ﾠcanvas	 ﾠ
triptych,	 ﾠEverlasting	 ﾠLove,	 ﾠpainted	 ﾠin	 ﾠ1989,	 ﾠsold	 ﾠfor	 ﾠover	 ﾠ$10,000,000.
2	 ﾠEqually	 ﾠimportantly,	 ﾠthe	 ﾠ
sale	 ﾠarguably	 ﾠmarked	 ﾠa	 ﾠwatershed	 ﾠin	 ﾠthe	 ﾠhistorical	 ﾠconception	 ﾠof	 ﾠthe	 ﾠmovement.
3	 ﾠIt	 ﾠnow	 ﾠhas	 ﾠan	 ﾠ
internal	 ﾠhistory	 ﾠof	 ﾠits	 ﾠown.	 ﾠ	 ﾠ
	 ﾠ Beyond	 ﾠthe	 ﾠaesthetic	 ﾠand	 ﾠcommercial	 ﾠspheres,	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠart	 ﾠhas	 ﾠentered	 ﾠ
Western	 ﾠpublic	 ﾠconsciousness	 ﾠowing	 ﾠto	 ﾠthe	 ﾠdetention	 ﾠon	 ﾠthe	 ﾠvery	 ﾠsame	 ﾠday	 ﾠas	 ﾠthe	 ﾠUllens	 ﾠsale—
April	 ﾠ3,	 ﾠ2011—of	 ﾠthe	 ﾠsingle	 ﾠmost	 ﾠfamous	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠartist,	 ﾠAi	 ﾠWeiwei.	 ﾠAi	 ﾠhad	 ﾠcome	 ﾠto	 ﾠ
international	 ﾠprominence	 ﾠlargely	 ﾠthanks	 ﾠto	 ﾠhis	 ﾠcollaboration	 ﾠwith	 ﾠthe	 ﾠSwiss	 ﾠarchitecture	 ﾠ
practice,	 ﾠHerzog	 ﾠ&	 ﾠde	 ﾠMeuron	 ﾠon	 ﾠthe	 ﾠBeijing	 ﾠNational	 ﾠStadium	 ﾠfor	 ﾠthe	 ﾠ2008	 ﾠOlympic	 ﾠGames.	 ﾠHe	 ﾠ
has	 ﾠlong	 ﾠbeen	 ﾠa	 ﾠcritic	 ﾠof	 ﾠcorruption	 ﾠin	 ﾠChina.	 ﾠFor	 ﾠinstance,	 ﾠin	 ﾠ2011	 ﾠhe	 ﾠcreated	 ﾠa	 ﾠwork	 ﾠthat	 ﾠ
exploits	 ﾠa	 ﾠChinese	 ﾠpun.	 ﾠA	 ﾠphotographic	 ﾠself-ﾭ‐portrait	 ﾠof	 ﾠhim	 ﾠjumping	 ﾠnaked	 ﾠin	 ﾠmid-ﾭ‐air	 ﾠholding	 ﾠa	 ﾠ
toy	 ﾠalpaca	 ﾠto	 ﾠhis	 ﾠgroin	 ﾠis	 ﾠaccompanied	 ﾠby	 ﾠa	 ﾠcaption,	 ﾠ‘Grass	 ﾠmud	 ﾠhorse	 ﾠcovering	 ﾠthe	 ﾠmiddle’.	 ﾠIn	 ﾠ
Mandarin,	 ﾠthis	 ﾠcan	 ﾠalso	 ﾠbe	 ﾠenunciated	 ﾠto	 ﾠsound	 ﾠlike	 ﾠ‘Fuck	 ﾠyour	 ﾠmother,	 ﾠthe	 ﾠCommunist	 ﾠParty	 ﾠ
Central	 ﾠCommittee’.
4	 ﾠWei’s	 ﾠdetention	 ﾠled	 ﾠto	 ﾠwidespread	 ﾠprotests	 ﾠinternationally.	 ﾠFor	 ﾠexample,	 ﾠa	 ﾠ
large	 ﾠsign	 ﾠreading	 ﾠ‘Free	 ﾠAi	 ﾠWeiwei’	 ﾠwas	 ﾠinstalled	 ﾠon	 ﾠthe	 ﾠexterior	 ﾠof	 ﾠTate	 ﾠModern,	 ﾠLondon,	 ﾠwhere	 ﾠ
between	 ﾠOctober,	 ﾠ2010	 ﾠand	 ﾠMay,	 ﾠ2011	 ﾠhis	 ﾠhuge	 ﾠinstallation,	 ﾠSunflower	 ﾠSeeds,	 ﾠcomprising	 ﾠ
innumerable	 ﾠindividually	 ﾠhand-ﾭ‐painted	 ﾠporcelain	 ﾠtrompe	 ﾠl’oeil	 ﾠsunflower	 ﾠseeds,	 ﾠfilled	 ﾠthe	 ﾠ
gigantic	 ﾠTurbine	 ﾠHall.
5	 ﾠ
	 ﾠ The	 ﾠmeteoric	 ﾠrise	 ﾠof	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠart	 ﾠis	 ﾠa	 ﾠfascinating	 ﾠphenomenon,	 ﾠbut	 ﾠit	 ﾠraises	 ﾠa	 ﾠ
host	 ﾠof	 ﾠquestions.	 ﾠI	 ﾠdefined	 ﾠthe	 ﾠartworld	 ﾠas	 ﾠa	 ﾠcomplex	 ﾠof	 ﾠWestern	 ﾠinstitutions,	 ﾠbut	 ﾠnot	 ﾠall	 ﾠart	 ﾠ
falls	 ﾠwithin	 ﾠthe	 ﾠartworld:	 ﾠfar	 ﾠfrom	 ﾠit.	 ﾠIn	 ﾠthe	 ﾠfirst	 ﾠplace,	 ﾠthere	 ﾠis	 ﾠnon-ﾭ‐Western	 ﾠart—or	 ﾠhowever	 ﾠ
‘art’	 ﾠmight	 ﾠbe	 ﾠtermed	 ﾠin	 ﾠits	 ﾠsocieties	 ﾠof	 ﾠproduction;	 ﾠthat	 ﾠis,	 ﾠart	 ﾠor	 ﾠits	 ﾠequivalent	 ﾠthat	 ﾠhas	 ﾠnot	 ﾠ
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 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
1	 ﾠSee	 ﾠhttp://museum.stanford.edu/news_room/archived_exhibitions_on_the_edge.html	 ﾠ(accessed	 ﾠJune	 ﾠ
3,	 ﾠ2011).	 ﾠ
2	 ﾠIt	 ﾠrealized	 ﾠHKD79,060,000	 ﾠagainst	 ﾠan	 ﾠupper	 ﾠestimate	 ﾠof	 ﾠHKD30,000,000.	 ﾠ	 ﾠ
3	 ﾠKyle	 ﾠChayka,	 ﾠ‘Why	 ﾠYou	 ﾠShould	 ﾠCare	 ﾠabout	 ﾠSotheby’s	 ﾠUllens	 ﾠContemporary	 ﾠChinese	 ﾠArt	 ﾠSale’,	 ﾠ
Hyperallergic,	 ﾠFebruary	 ﾠ10,	 ﾠ2011:	 ﾠhttp://hyperallergic.com/18592/sothebys-ﾭ‐ullens-ﾭ‐sale/	 ﾠ(accessed	 ﾠJune	 ﾠ3,	 ﾠ
2011).	 ﾠ
4	 ﾠSee,	 ﾠamong	 ﾠsources,	 ﾠLinda	 ﾠLeith’s	 ﾠblog:	 ﾠhttp://www.lindaleith.com/posts/2011/04/19/from-ﾭ‐yan-ﾭ‐liang-ﾭ‐ai-ﾭ‐
weiwei-ﾭ‐s-ﾭ‐disappearance	 ﾠ(accessed	 ﾠOctober	 ﾠ3,	 ﾠ2011).	 ﾠ
5	 ﾠSee	 ﾠhttp://www.tate.org.uk/modern/exhibitions/unileverseries2010/	 ﾠ(accessed	 ﾠSeptember	 ﾠ29,	 ﾠ2011).	 ﾠ	 ﾠ 3	 ﾠ
been	 ﾠamalgamated	 ﾠinto	 ﾠWestern	 ﾠartworld	 ﾠinstitutions.	 ﾠAs	 ﾠyet	 ﾠunappropriated,	 ﾠnon-ﾭ‐artworld	 ﾠart	 ﾠ
includes,	 ﾠfor	 ﾠexample,	 ﾠinexpensively	 ﾠand	 ﾠanonymously	 ﾠproduced	 ﾠIndian	 ﾠreligious	 ﾠposters	 ﾠand	 ﾠ
paintings,
6	 ﾠand	 ﾠHaitian	 ﾠVodou	 ﾠartifacts	 ﾠthat	 ﾠmight	 ﾠfind	 ﾠa	 ﾠplace	 ﾠin	 ﾠWestern	 ﾠanthropology	 ﾠ
museums—as	 ﾠin	 ﾠthe	 ﾠcase	 ﾠof	 ﾠthe	 ﾠexhibition	 ﾠVodou:	 ﾠArt	 ﾠand	 ﾠMysticism	 ﾠfrom	 ﾠHaiti	 ﾠtraveling	 ﾠin	 ﾠ
Europe	 ﾠbetween	 ﾠ2007	 ﾠand	 ﾠ2011—but	 ﾠnot	 ﾠyet	 ﾠin	 ﾠart	 ﾠmuseums,	 ﾠin	 ﾠspite	 ﾠof	 ﾠthe	 ﾠaspiring	 ﾠtitle	 ﾠof	 ﾠthe	 ﾠ
exhibition.
7	 ﾠIn	 ﾠthe	 ﾠWest	 ﾠas	 ﾠwell	 ﾠas	 ﾠelsewhere,	 ﾠart	 ﾠoutside	 ﾠthe	 ﾠartworld	 ﾠis	 ﾠa	 ﾠhuge	 ﾠphenomenon,	 ﾠ
commercially,	 ﾠdomestically,	 ﾠand	 ﾠdevotionally.	 ﾠJust	 ﾠtwo	 ﾠexamples	 ﾠmust	 ﾠsuffice.	 ﾠThomas	 ﾠKinkade	 ﾠ
claims	 ﾠto	 ﾠbe	 ﾠthe	 ﾠmost	 ﾠcollected	 ﾠliving	 ﾠAmerican	 ﾠartist,	 ﾠand	 ﾠhas	 ﾠtrademarked	 ﾠthe	 ﾠdesignation,	 ﾠ
‘The	 ﾠPainter	 ﾠof	 ﾠLight™’.
8	 ﾠHis	 ﾠsaccharine	 ﾠlandscapes	 ﾠrepresent	 ﾠmawkish	 ﾠfairy-ﾭ‐tale	 ﾠscenes	 ﾠor	 ﾠbanal	 ﾠ
ideals	 ﾠof	 ﾠcosiness,	 ﾠwith	 ﾠtitles	 ﾠsuch	 ﾠas	 ﾠBambi’s	 ﾠFirst	 ﾠYear,	 ﾠChristmas	 ﾠMoonlight,	 ﾠand	 ﾠMake	 ﾠa	 ﾠWish	 ﾠ
Cottage.	 ﾠTechnically,	 ﾠthey	 ﾠare	 ﾠat	 ﾠleast	 ﾠsuperficially	 ﾠaccomplished.	 ﾠKinkade’s	 ﾠwork	 ﾠis	 ﾠexclusively	 ﾠ
secular	 ﾠand	 ﾠdomestic.	 ﾠHowever,	 ﾠreligion	 ﾠis	 ﾠanother	 ﾠcontext	 ﾠof	 ﾠWestern	 ﾠnon-ﾭ‐artworld	 ﾠart.	 ﾠA	 ﾠvast	 ﾠ
quantity	 ﾠof	 ﾠRoman	 ﾠCatholic	 ﾠdevotional	 ﾠart	 ﾠexists	 ﾠoutside	 ﾠthe	 ﾠartworld.	 ﾠAt	 ﾠthe	 ﾠpinnacle	 ﾠis	 ﾠthe	 ﾠ
image	 ﾠof	 ﾠJesus	 ﾠChrist	 ﾠas	 ﾠthe	 ﾠDivine	 ﾠMercy,	 ﾠproduced	 ﾠby	 ﾠthe	 ﾠobscure	 ﾠPolish	 ﾠprofessional	 ﾠartist,	 ﾠ
Eugeniusz	 ﾠKasimirowski	 ﾠin	 ﾠ1934	 ﾠafter	 ﾠa	 ﾠvision	 ﾠexperienced	 ﾠby	 ﾠthe	 ﾠrecently	 ﾠcanonized	 ﾠPolish	 ﾠnun,	 ﾠ
Saint	 ﾠFaustina.	 ﾠIt	 ﾠis	 ﾠnow	 ﾠone	 ﾠof	 ﾠthe	 ﾠmost	 ﾠrevered	 ﾠimages	 ﾠin	 ﾠthe	 ﾠentire	 ﾠCatholic	 ﾠworld,	 ﾠ
reproductions	 ﾠof	 ﾠit	 ﾠofficially	 ﾠbearing	 ﾠthe	 ﾠsame	 ﾠsacred	 ﾠcharge	 ﾠand	 ﾠefficacy	 ﾠas	 ﾠthe	 ﾠoriginal	 ﾠin	 ﾠ
Vilnius,	 ﾠLithuania.
9	 ﾠArt	 ﾠis	 ﾠa	 ﾠmajor	 ﾠpart	 ﾠof	 ﾠmany	 ﾠpeople’s	 ﾠlives	 ﾠthroughout	 ﾠthe	 ﾠworld,	 ﾠthough	 ﾠnot	 ﾠ
necessarily	 ﾠthe	 ﾠart	 ﾠof	 ﾠthe	 ﾠartworld.
10	 ﾠ
	 ﾠ If	 ﾠthese	 ﾠthings,	 ﾠand	 ﾠmany	 ﾠothers,	 ﾠare	 ﾠoutside	 ﾠor	 ﾠbeyond	 ﾠthe	 ﾠartworld,	 ﾠwhat	 ﾠdistinguishes	 ﾠthe	 ﾠ
art	 ﾠthat	 ﾠis	 ﾠactually	 ﾠpart	 ﾠof	 ﾠit?	 ﾠThe	 ﾠartworld	 ﾠhas	 ﾠformed	 ﾠaround	 ﾠa	 ﾠdistinctively	 ﾠWestern	 ﾠcore.	 ﾠIn	 ﾠ
the	 ﾠWest,	 ﾠart	 ﾠpractice	 ﾠand	 ﾠart	 ﾠhistory	 ﾠand	 ﾠtheory	 ﾠhave	 ﾠexisted	 ﾠsince	 ﾠthe	 ﾠsixteenth	 ﾠcentury	 ﾠin	 ﾠa	 ﾠ
mutually	 ﾠreinforcing	 ﾠrelationship.
11	 ﾠThe	 ﾠperception	 ﾠof	 ﾠthe	 ﾠModern	 ﾠas	 ﾠthe	 ﾠcrescendo	 ﾠof	 ﾠartworld	 ﾠ
achievement	 ﾠprompted	 ﾠartists	 ﾠand	 ﾠart	 ﾠhistorians	 ﾠto	 ﾠsearch	 ﾠfor	 ﾠits	 ﾠantecedents,	 ﾠlending	 ﾠ
retrospective	 ﾠvalidation	 ﾠto	 ﾠthe	 ﾠwork	 ﾠof	 ﾠcertain	 ﾠnineteenth-ﾭ‐century	 ﾠEuropean	 ﾠartists.	 ﾠPicasso’s	 ﾠ
rehabilitation	 ﾠof	 ﾠIngres	 ﾠat	 ﾠthe	 ﾠinception	 ﾠof	 ﾠCubism	 ﾠearly	 ﾠin	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠis	 ﾠa	 ﾠprominent	 ﾠ
example.	 ﾠWestern	 ﾠartists	 ﾠand	 ﾠcommentators	 ﾠcontinue	 ﾠto	 ﾠpropose	 ﾠa	 ﾠnarrative	 ﾠof	 ﾠprogressive	 ﾠ
change	 ﾠas	 ﾠthey	 ﾠaddress	 ﾠever-ﾭ‐developing	 ﾠissues.	 ﾠIn	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠand	 ﾠbeyond,	 ﾠthese	 ﾠhave	 ﾠ
included	 ﾠthe	 ﾠfigure-ﾭ‐ground	 ﾠdilemma	 ﾠin	 ﾠpainting,	 ﾠand	 ﾠthe	 ﾠplace	 ﾠof	 ﾠthe	 ﾠplinth—if	 ﾠany—in	 ﾠ
sculpture.	 ﾠPractice	 ﾠand	 ﾠdiscussion	 ﾠoccur	 ﾠwithin	 ﾠthe	 ﾠterms	 ﾠof	 ﾠa	 ﾠperceived	 ﾠcanonical	 ﾠsuccession	 ﾠof	 ﾠ
individual	 ﾠWestern	 ﾠartists	 ﾠand	 ﾠmovements,	 ﾠexemplified	 ﾠby	 ﾠAfred	 ﾠBarr’s	 ﾠcelebrated	 ﾠchart	 ﾠof	 ﾠthe	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
6	 ﾠAvailable	 ﾠfrom	 ﾠsuch	 ﾠwebsites	 ﾠas	 ﾠArt	 ﾠof	 ﾠLegend	 ﾠIndia:	 ﾠhttp://www.artoflegendindia.com	 ﾠ(accessed	 ﾠ
September	 ﾠ29,	 ﾠ2011).	 ﾠ
7	 ﾠMusée	 ﾠd’ethnographie,	 ﾠGeneva,	 ﾠ2007;	 ﾠTropenmuseum,	 ﾠAmsterdam,	 ﾠ2008;	 ﾠVärldskulturmuseet,	 ﾠ
Gothenburg,	 ﾠ2009;	 ﾠEthnologisches	 ﾠMuseum,	 ﾠBerlin,	 ﾠ2010;	 ﾠÜberseemuseum,	 ﾠBremen,	 ﾠ2011.	 ﾠ
8	 ﾠSee	 ﾠhttp://www.thomaskinkadeasheville.com/kinkade.htm	 ﾠ(accessed	 ﾠSeptember	 ﾠ29,	 ﾠ2011).	 ﾠ
9	 ﾠSee	 ﾠIvan	 ﾠGaskell,	 ﾠ‘Jesus	 ﾠChrist	 ﾠas	 ﾠthe	 ﾠDivine	 ﾠMercy	 ﾠby	 ﾠEugeniusz	 ﾠKazimirowski:	 ﾠThe	 ﾠMost	 ﾠInfluential	 ﾠPolish	 ﾠ
Painting	 ﾠof	 ﾠthe	 ﾠTwentieth	 ﾠCentury?’,	 ﾠArs:	 ﾠJournal	 ﾠof	 ﾠthe	 ﾠInstitute	 ﾠof	 ﾠArt	 ﾠHistory	 ﾠof	 ﾠSlovak	 ﾠAcademy	 ﾠof	 ﾠ
Sciences	 ﾠ42,	 ﾠ1,	 ﾠ2009,	 ﾠpp.	 ﾠ81-ﾭ‐91.	 ﾠ
10	 ﾠVarious	 ﾠaspects	 ﾠof	 ﾠart	 ﾠbeyond	 ﾠthe	 ﾠartworld	 ﾠwere	 ﾠaddressed	 ﾠin	 ﾠthe	 ﾠsession,	 ﾠ‘Beyond	 ﾠArt’	 ﾠthat	 ﾠI	 ﾠorganized	 ﾠ
and	 ﾠchaired	 ﾠat	 ﾠthe	 ﾠannual	 ﾠmeeting	 ﾠof	 ﾠthe	 ﾠCollege	 ﾠArt	 ﾠAssociation,	 ﾠNew	 ﾠYork	 ﾠCity,	 ﾠFebruary	 ﾠ11,	 ﾠ2011.	 ﾠI	 ﾠam	 ﾠ
grateful	 ﾠto	 ﾠthe	 ﾠparticipants	 ﾠwho	 ﾠgave	 ﾠpapers:	 ﾠJanice	 ﾠBaker,	 ﾠDavid	 ﾠCarrier,	 ﾠGabrielle	 ﾠDecamous,	 ﾠPradeep	 ﾠ
Dhillon,	 ﾠJoachim	 ﾠPissarro,	 ﾠand	 ﾠJacob	 ﾠWamberg.	 ﾠ	 ﾠ
11	 ﾠGiorgio	 ﾠVasari,	 ﾠwhose	 ﾠLe	 ﾠvite	 ﾠde’	 ﾠpiù	 ﾠeccellenti	 ﾠpittori,	 ﾠscultori	 ﾠe	 ﾠarchitettori	 ﾠ(1550;	 ﾠsecond	 ﾠedition,	 ﾠ1568;	 ﾠ
called	 ﾠin	 ﾠEnglish,	 ﾠLives	 ﾠof	 ﾠthe	 ﾠArtists)	 ﾠis	 ﾠthe	 ﾠacknowledged	 ﾠfounding	 ﾠtext	 ﾠof	 ﾠart	 ﾠhistory,	 ﾠwas	 ﾠnot	 ﾠonly	 ﾠan	 ﾠ
artists’	 ﾠbiographer,	 ﾠbut	 ﾠalso	 ﾠa	 ﾠpainter	 ﾠand	 ﾠart	 ﾠtheorist.	 ﾠ	 ﾠ 4	 ﾠ
succession	 ﾠof,	 ﾠand	 ﾠrelationships	 ﾠamong,	 ﾠabstract	 ﾠart	 ﾠ‘isms.’
12	 ﾠIn	 ﾠconsequence,	 ﾠcontemporary	 ﾠ
artworld	 ﾠart	 ﾠhas	 ﾠpredominantly	 ﾠbecome	 ﾠlittle	 ﾠmore	 ﾠthan	 ﾠa	 ﾠway	 ﾠof	 ﾠ‘doing	 ﾠtheory’	 ﾠabout	 ﾠart.	 ﾠIt	 ﾠ
rarely	 ﾠescapes	 ﾠself-ﾭ‐reflectivity	 ﾠand	 ﾠsolipsism,	 ﾠand	 ﾠonly	 ﾠoccasionally	 ﾠexhibits	 ﾠaboutness—Arthur	 ﾠ
Danto’s	 ﾠterm
13—concerning	 ﾠanything	 ﾠother	 ﾠthan	 ﾠitself.	 ﾠThis	 ﾠis	 ﾠclearly	 ﾠa	 ﾠWestern	 ﾠphenomenon,	 ﾠ
exemplified	 ﾠby	 ﾠwork	 ﾠby	 ﾠconceptual	 ﾠartists	 ﾠsuch	 ﾠas	 ﾠLawrence	 ﾠWeiner;	 ﾠbut,	 ﾠlike	 ﾠso	 ﾠmuch	 ﾠelse,	 ﾠit	 ﾠ
has	 ﾠbeen	 ﾠand	 ﾠcontinues	 ﾠto	 ﾠbe	 ﾠshaped	 ﾠby	 ﾠglobalization	 ﾠas	 ﾠartists	 ﾠfrom	 ﾠan	 ﾠincreasing	 ﾠnumber	 ﾠof	 ﾠ
parts	 ﾠof	 ﾠthe	 ﾠworld	 ﾠparticipate	 ﾠin	 ﾠa	 ﾠcontinuing	 ﾠcontemporary	 ﾠart	 ﾠdiscourse.	 ﾠThis	 ﾠself-ﾭ‐reflective	 ﾠ
behavior	 ﾠhad	 ﾠpreviously	 ﾠbeen	 ﾠlargely	 ﾠconfined	 ﾠto	 ﾠEurope	 ﾠand	 ﾠNorth	 ﾠAmerica,	 ﾠwith	 ﾠoutliers	 ﾠin	 ﾠ
South	 ﾠAmerica.	 ﾠNow	 ﾠthese	 ﾠconcerns—and,	 ﾠof	 ﾠcourse,	 ﾠothers—are	 ﾠbeing	 ﾠaddressed	 ﾠby	 ﾠartists	 ﾠ
throughout	 ﾠthe	 ﾠworld	 ﾠfor	 ﾠa	 ﾠsystem	 ﾠof	 ﾠexhibition	 ﾠand	 ﾠcommerce	 ﾠthat	 ﾠis	 ﾠfully	 ﾠglobal.	 ﾠThat	 ﾠsystem	 ﾠ
is	 ﾠin	 ﾠpart	 ﾠcoordinated	 ﾠthrough	 ﾠthe	 ﾠWeb,	 ﾠas	 ﾠthe	 ﾠwebsite	 ﾠoneartworld.com	 ﾠexemplifies	 ﾠthrough	 ﾠ
which	 ﾠthe	 ﾠworks	 ﾠof	 ﾠartists	 ﾠsuch	 ﾠas	 ﾠBeijing	 ﾠand	 ﾠHong	 ﾠKong	 ﾠbased	 ﾠYan	 ﾠLei	 ﾠare	 ﾠavailable.
14	 ﾠYet	 ﾠ
physical	 ﾠexhibition	 ﾠremains	 ﾠsignificant:	 ﾠYan’s	 ﾠwork	 ﾠis	 ﾠshown	 ﾠin	 ﾠcommercial	 ﾠgalleries	 ﾠin	 ﾠAsia,	 ﾠ
Europe,	 ﾠand	 ﾠNorth	 ﾠAmerica.
15	 ﾠ	 ﾠ
	 ﾠ Intersecting	 ﾠwith	 ﾠModernist	 ﾠconcerns	 ﾠin	 ﾠglobalized	 ﾠart	 ﾠpractice	 ﾠis	 ﾠthe	 ﾠcontinuing	 ﾠ
incorporation	 ﾠof	 ﾠtwo	 ﾠkinds	 ﾠof	 ﾠthings:	 ﾠearlier	 ﾠlocal	 ﾠproducts	 ﾠof	 ﾠthe	 ﾠpredecessors	 ﾠof	 ﾠcontemporary	 ﾠ
practitioners	 ﾠworldwide	 ﾠinto	 ﾠthe	 ﾠartworld;	 ﾠand	 ﾠthings	 ﾠfrom	 ﾠpreviously	 ﾠnon-ﾭ‐artworld	 ﾠlocations	 ﾠ
that	 ﾠhave	 ﾠserved	 ﾠas	 ﾠsources	 ﾠof	 ﾠinspiration	 ﾠfor	 ﾠartworld	 ﾠartists	 ﾠfrom	 ﾠthe	 ﾠearly	 ﾠtwentieth	 ﾠcentury	 ﾠ
onwards.	 ﾠSince	 ﾠthe	 ﾠearly	 ﾠtwentieth	 ﾠcentury,	 ﾠWestern	 ﾠartworld	 ﾠartists	 ﾠhave	 ﾠsought	 ﾠinspiration	 ﾠin	 ﾠ
the	 ﾠart	 ﾠof	 ﾠpeoples	 ﾠwhose	 ﾠproducts	 ﾠhad	 ﾠpreviously	 ﾠbeen	 ﾠconsidered	 ﾠto	 ﾠlie	 ﾠoutside	 ﾠthe	 ﾠboundaries	 ﾠ
of	 ﾠart.	 ﾠMan	 ﾠRay’s	 ﾠfamous	 ﾠphotograph,	 ﾠBlack	 ﾠand	 ﾠWhite	 ﾠ(1926)	 ﾠexemplifies	 ﾠthis	 ﾠphenomenon,	 ﾠthe	 ﾠ
White	 ﾠmodel’s	 ﾠface	 ﾠcontrasted	 ﾠwith	 ﾠthe	 ﾠshiny	 ﾠblack	 ﾠwood	 ﾠof	 ﾠthe	 ﾠBaule	 ﾠmask	 ﾠfrom	 ﾠCôte	 ﾠd’Ivoire.	 ﾠ
Today,	 ﾠglobal	 ﾠartworld	 ﾠartists	 ﾠalso	 ﾠlook	 ﾠto	 ﾠtheir	 ﾠown	 ﾠlocal	 ﾠtraditions,	 ﾠgiving	 ﾠtheir	 ﾠinternationally	 ﾠ
consumable	 ﾠartworks	 ﾠa	 ﾠrecognizably	 ﾠlocal	 ﾠinflection.	 ﾠThe	 ﾠinstallation	 ﾠbegun	 ﾠin	 ﾠ1987	 ﾠby	 ﾠXu	 ﾠBing,	 ﾠA	 ﾠ
Book	 ﾠfrom	 ﾠthe	 ﾠSky,	 ﾠcomprising	 ﾠhand-ﾭ‐printed	 ﾠbooks	 ﾠand	 ﾠscrolls	 ﾠprinted	 ﾠfrom	 ﾠblocks	 ﾠinscribed	 ﾠwith	 ﾠ
‘false’	 ﾠcharacters,	 ﾠis	 ﾠa	 ﾠprime	 ﾠexample.	 ﾠIt	 ﾠwas	 ﾠincluded	 ﾠin	 ﾠthe	 ﾠshort-ﾭ‐lived	 ﾠ1989	 ﾠChina/Avant-ﾭ‐Garde	 ﾠ
exhibition	 ﾠin	 ﾠBeijing.	 ﾠMore	 ﾠthan	 ﾠany	 ﾠother	 ﾠsingle	 ﾠwork,	 ﾠits	 ﾠshowing	 ﾠin	 ﾠJapan	 ﾠand	 ﾠAmerica	 ﾠin	 ﾠ1991-ﾭ‐
92,	 ﾠand	 ﾠat	 ﾠthe	 ﾠVenice	 ﾠBiennale	 ﾠin	 ﾠ1993,	 ﾠbrought	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠart	 ﾠto	 ﾠinternational	 ﾠpublic	 ﾠ
attention.	 ﾠ	 ﾠ
	 ﾠ At	 ﾠpresent,	 ﾠcritics,	 ﾠcurators,	 ﾠdealers,	 ﾠartists,	 ﾠand	 ﾠcollectors	 ﾠjet	 ﾠfrom	 ﾠannual	 ﾠfair	 ﾠto	 ﾠbiennial	 ﾠto	 ﾠ
triennial—from	 ﾠVenice	 ﾠto	 ﾠSingapore	 ﾠto	 ﾠSão	 ﾠPaolo	 ﾠto	 ﾠMiami	 ﾠBeach	 ﾠto	 ﾠGuangzhao—continent	 ﾠ
hopping	 ﾠnon-ﾭ‐stop.	 ﾠThe	 ﾠGuggenheim	 ﾠFoundation	 ﾠhas	 ﾠopened	 ﾠor	 ﾠhas	 ﾠplanned	 ﾠmuseums	 ﾠnot	 ﾠonly	 ﾠ
in	 ﾠNew	 ﾠYork	 ﾠCity,	 ﾠbut	 ﾠin	 ﾠBilbao,	 ﾠBerlin,	 ﾠGuadalajara,	 ﾠRio	 ﾠde	 ﾠJaneiro,	 ﾠand	 ﾠAbu	 ﾠDhabi.	 ﾠThe	 ﾠkey	 ﾠ
question	 ﾠis:	 ﾠIs	 ﾠthere	 ﾠto	 ﾠbe	 ﾠa	 ﾠsingle,	 ﾠvaried	 ﾠbut	 ﾠcoherent	 ﾠgoverning	 ﾠset	 ﾠof	 ﾠvalues	 ﾠ(including	 ﾠ
aesthetic	 ﾠvalues)	 ﾠfor	 ﾠthis	 ﾠartworld	 ﾠto	 ﾠwhich	 ﾠall	 ﾠelements	 ﾠconform—a	 ﾠglobal	 ﾠhomogeneity	 ﾠ
representing	 ﾠa	 ﾠtriumph	 ﾠof	 ﾠlargely	 ﾠWestern	 ﾠpreoccupations	 ﾠemerging	 ﾠfrom	 ﾠthe	 ﾠexperience	 ﾠof	 ﾠ
modernity—or	 ﾠis	 ﾠthere	 ﾠto	 ﾠbe	 ﾠa	 ﾠmore	 ﾠwidely	 ﾠvarying,	 ﾠdisparate,	 ﾠopen-ﾭ‐ended	 ﾠarray	 ﾠof	 ﾠvalues	 ﾠ
reflecting	 ﾠcultural	 ﾠpeculiarities	 ﾠnot	 ﾠamenable	 ﾠto	 ﾠhomogenization?	 ﾠWe	 ﾠmay	 ﾠeventually	 ﾠsee	 ﾠ
various	 ﾠsets	 ﾠof	 ﾠpractices	 ﾠthat	 ﾠpartake	 ﾠof	 ﾠboth,	 ﾠespecially	 ﾠas—counter-ﾭ‐intuitively—art	 ﾠmade	 ﾠ
within	 ﾠand	 ﾠfor	 ﾠthe	 ﾠartworld	 ﾠcatches	 ﾠup	 ﾠwith	 ﾠart	 ﾠmade	 ﾠand	 ﾠfunctioning	 ﾠbeyond	 ﾠit.	 ﾠ	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
12	 ﾠSee	 ﾠthe	 ﾠchart	 ﾠon	 ﾠthe	 ﾠcover	 ﾠof	 ﾠAlfred	 ﾠH.	 ﾠBarr,	 ﾠJr.,	 ﾠCubism	 ﾠand	 ﾠAbstract	 ﾠArt:	 ﾠPaintings,	 ﾠSculpture,	 ﾠ
Constructions,	 ﾠPhotography,	 ﾠArchitecture,	 ﾠIndustrial	 ﾠArt,	 ﾠTheatre,	 ﾠFilms,	 ﾠPosters,	 ﾠTypography	 ﾠ(New	 ﾠYork:	 ﾠ
Museum	 ﾠof	 ﾠModern	 ﾠArt,	 ﾠ1936).	 ﾠ
13	 ﾠArthur	 ﾠC.	 ﾠDanto,	 ﾠThe	 ﾠTransfiguration	 ﾠof	 ﾠthe	 ﾠCommonplace:	 ﾠA	 ﾠPhilosophy	 ﾠof	 ﾠArt	 ﾠ(Cambridge,	 ﾠMA	 ﾠand	 ﾠ
London:	 ﾠHarvard	 ﾠUniversity	 ﾠPress,	 ﾠ1981).	 ﾠ
14	 ﾠSee	 ﾠhttp://oneartworld.com/artists/Y/Yan+Lei.html	 ﾠ(accessed	 ﾠJuly	 ﾠ26,	 ﾠ2011).	 ﾠ
15	 ﾠBeijing,	 ﾠHong	 ﾠKong,	 ﾠSan	 ﾠGimignano,	 ﾠBoissy-ﾭ‐le-ﾭ‐Châtel	 ﾠ(near	 ﾠParis),	 ﾠand	 ﾠNew	 ﾠYork.	 ﾠ	 ﾠ 5	 ﾠ
	 ﾠ Art	 ﾠmade	 ﾠin	 ﾠChina	 ﾠis	 ﾠplaying	 ﾠa	 ﾠparticular	 ﾠrole,	 ﾠdemonstrating	 ﾠthat	 ﾠartists	 ﾠcan	 ﾠdeal	 ﾠwith	 ﾠ
matters	 ﾠbeyond	 ﾠart	 ﾠitself	 ﾠwhile	 ﾠyet	 ﾠsatisfying	 ﾠWestern	 ﾠart	 ﾠadjudicators	 ﾠthat	 ﾠthey	 ﾠare	 ﾠalso	 ﾠtaking	 ﾠ
account	 ﾠof	 ﾠpurely	 ﾠartworld	 ﾠconcerns.	 ﾠFor	 ﾠinstance,	 ﾠin	 ﾠa	 ﾠwell-ﾭ‐known	 ﾠphoto	 ﾠtriptych	 ﾠ(in	 ﾠan	 ﾠedition	 ﾠ
of	 ﾠeight),	 ﾠDropping	 ﾠa	 ﾠHan	 ﾠDynasty	 ﾠUrn	 ﾠ(1995),	 ﾠAi	 ﾠWeiwei	 ﾠenacts	 ﾠa	 ﾠperformance	 ﾠmaking	 ﾠexplicit	 ﾠ
his	 ﾠrelationship	 ﾠto	 ﾠWestern	 ﾠConceptual	 ﾠart	 ﾠof	 ﾠthe	 ﾠ1960s,	 ﾠsuch	 ﾠas	 ﾠKeith	 ﾠArnatt’s	 ﾠSelf-ﾭ‐Burial	 ﾠ
(Television	 ﾠInterference	 ﾠProject),	 ﾠ(1969;	 ﾠTate,	 ﾠLondon),
16	 ﾠwhile	 ﾠmemorably	 ﾠaddressing	 ﾠChina’s	 ﾠ
equivocal	 ﾠrelationship	 ﾠto	 ﾠits	 ﾠdeep	 ﾠcultural	 ﾠpast.	 ﾠAt	 ﾠroot,	 ﾠart	 ﾠof	 ﾠthis	 ﾠkind	 ﾠfrom	 ﾠChina	 ﾠis	 ﾠa	 ﾠresponse	 ﾠ
to	 ﾠcultural	 ﾠencounter	 ﾠbetween	 ﾠChina	 ﾠand	 ﾠelsewhere.	 ﾠAnother	 ﾠwork	 ﾠby	 ﾠAi	 ﾠencapsulates	 ﾠ
ambiguous	 ﾠsocial	 ﾠcritique:	 ﾠHan	 ﾠDynasty	 ﾠUrn	 ﾠwith	 ﾠCoca-ﾭ‐Cola	 ﾠLogo	 ﾠ(1994).
17	 ﾠThis	 ﾠis	 ﾠa	 ﾠconflation	 ﾠof	 ﾠ
a	 ﾠfragment	 ﾠof	 ﾠChinese	 ﾠdeep	 ﾠcultural	 ﾠidentity—a	 ﾠtwo	 ﾠthousand-ﾭ‐year-ﾭ‐old	 ﾠceramic	 ﾠvessel—with	 ﾠthe	 ﾠ
symbol	 ﾠof	 ﾠAmerican	 ﾠglobal	 ﾠcapitalism.	 ﾠDoes	 ﾠit	 ﾠimply	 ﾠa	 ﾠpolluting,	 ﾠneo-ﾭ‐colonial	 ﾠaffront	 ﾠto	 ﾠChina,	 ﾠor	 ﾠ
is	 ﾠit	 ﾠa	 ﾠtoken	 ﾠof	 ﾠthe	 ﾠsuccessful	 ﾠabsorption	 ﾠof	 ﾠforeign	 ﾠnovelty	 ﾠby	 ﾠa	 ﾠprofoundly	 ﾠenduring	 ﾠcultural	 ﾠ
value	 ﾠsystem?	 ﾠOn	 ﾠseeing	 ﾠthis	 ﾠwork,	 ﾠmany	 ﾠChinese	 ﾠviewers	 ﾠwould	 ﾠrecall	 ﾠthe	 ﾠlate	 ﾠChinese	 ﾠleader,	 ﾠ
Deng	 ﾠXiaoping’s	 ﾠvisit	 ﾠto	 ﾠthe	 ﾠCoca-ﾭ‐Cola	 ﾠCompany’s	 ﾠworld	 ﾠheadquarters	 ﾠin	 ﾠAtlanta,	 ﾠGeorgia	 ﾠin	 ﾠ
1979,	 ﾠfollowing	 ﾠthe	 ﾠannouncement	 ﾠthe	 ﾠprevious	 ﾠDecember	 ﾠthat	 ﾠCoca-ﾭ‐Cola	 ﾠwould	 ﾠopen	 ﾠa	 ﾠplant	 ﾠin	 ﾠ
Shanghai.	 ﾠWhatever	 ﾠelse	 ﾠit	 ﾠmight	 ﾠbe,	 ﾠthis	 ﾠwork	 ﾠis	 ﾠabout	 ﾠmore	 ﾠthan	 ﾠart	 ﾠitself,	 ﾠand,	 ﾠlike	 ﾠso	 ﾠmuch	 ﾠ
Chinese	 ﾠavant-ﾭ‐garde	 ﾠart,	 ﾠthat	 ﾠ‘aboutness’	 ﾠhas	 ﾠa	 ﾠspecifically	 ﾠChinese	 ﾠagenda.	 ﾠArtworld	 ﾠ
participants	 ﾠcan	 ﾠreadily	 ﾠconvince	 ﾠthemselves	 ﾠthat	 ﾠthis	 ﾠis	 ﾠart	 ﾠthat	 ﾠmatters	 ﾠowing	 ﾠto	 ﾠits	 ﾠsocial	 ﾠ
criticism,	 ﾠwhether	 ﾠovert	 ﾠor	 ﾠobscure,	 ﾠthereby	 ﾠsatisfying	 ﾠa	 ﾠnostalgia	 ﾠfor	 ﾠwhen	 ﾠWestern	 ﾠartworld	 ﾠ




Let	 ﾠus	 ﾠnow	 ﾠlook	 ﾠa	 ﾠlittle	 ﾠmore	 ﾠclosely	 ﾠat	 ﾠart	 ﾠpractice	 ﾠin	 ﾠcontemporary	 ﾠChina	 ﾠin	 ﾠan	 ﾠattempt	 ﾠto	 ﾠgrasp	 ﾠ
some	 ﾠof	 ﾠthe	 ﾠissues	 ﾠarising	 ﾠfrom	 ﾠChinese	 ﾠartists’	 ﾠdealings	 ﾠwith	 ﾠthe	 ﾠglobal	 ﾠartworld,	 ﾠwith	 ﾠChinese	 ﾠ
tradition,	 ﾠand	 ﾠwith	 ﾠart	 ﾠbeyond	 ﾠthe	 ﾠartworld.	 ﾠ	 ﾠ
	 ﾠ Four	 ﾠbasic	 ﾠtypes	 ﾠof	 ﾠartist	 ﾠwork	 ﾠin	 ﾠChina.	 ﾠOne	 ﾠfollows	 ﾠan	 ﾠearly	 ﾠtwentieth-ﾭ‐century	 ﾠModernist	 ﾠ
tradition,	 ﾠintroduced	 ﾠinto	 ﾠChina	 ﾠby	 ﾠChinese	 ﾠartists	 ﾠwho	 ﾠstudied	 ﾠand	 ﾠworked	 ﾠin	 ﾠEurope—mostly	 ﾠin	 ﾠ
Paris	 ﾠand	 ﾠBerlin—during	 ﾠthe	 ﾠinterwar	 ﾠyears.	 ﾠAmong	 ﾠthe	 ﾠleading	 ﾠfigures	 ﾠwere	 ﾠLin	 ﾠFengmian	 ﾠ
(1900-ﾭ‐1991),	 ﾠwho	 ﾠdestroyed	 ﾠmany	 ﾠof	 ﾠhis	 ﾠown	 ﾠworks	 ﾠduring	 ﾠthe	 ﾠCultural	 ﾠRevolution	 ﾠbetween	 ﾠ
1966	 ﾠand	 ﾠ1976,	 ﾠand	 ﾠXu	 ﾠBeihong	 ﾠ(1895-ﾭ‐1953),	 ﾠwhose	 ﾠpolicies	 ﾠas	 ﾠthe	 ﾠfirst	 ﾠpresident	 ﾠof	 ﾠthe	 ﾠCentral	 ﾠ
Academy	 ﾠof	 ﾠFine	 ﾠArts	 ﾠfollowing	 ﾠthe	 ﾠfounding	 ﾠof	 ﾠthe	 ﾠPeople’s	 ﾠRepublic	 ﾠin	 ﾠ1949	 ﾠhave	 ﾠhad	 ﾠan	 ﾠ
enduring	 ﾠeffect.	 ﾠSome	 ﾠcontemporary	 ﾠartists	 ﾠcontinue	 ﾠto	 ﾠwork	 ﾠin	 ﾠthe	 ﾠdiluted	 ﾠModernist	 ﾠmanner,	 ﾠ
or	 ﾠemploy	 ﾠChinese	 ﾠforms	 ﾠincorporating	 ﾠWestern	 ﾠrepresentational	 ﾠconventions	 ﾠassociated	 ﾠwith	 ﾠ
this	 ﾠstrand	 ﾠof	 ﾠtwentieth-ﾭ‐century	 ﾠChinese	 ﾠart.
18	 ﾠ
	 ﾠ We	 ﾠhave	 ﾠalready	 ﾠmet	 ﾠsome	 ﾠartists	 ﾠof	 ﾠthe	 ﾠsecond	 ﾠtype:	 ﾠthe	 ﾠChinese	 ﾠavant-ﾭ‐garde.	 ﾠThese	 ﾠ
artists	 ﾠhave	 ﾠemerged	 ﾠin	 ﾠonly	 ﾠthe	 ﾠlast	 ﾠtwenty-ﾭ‐five	 ﾠyears.	 ﾠMost	 ﾠwere	 ﾠacademically	 ﾠtrained	 ﾠin	 ﾠ
traditional	 ﾠart	 ﾠacademies,	 ﾠand	 ﾠbegan	 ﾠan	 ﾠexplicit	 ﾠengagement	 ﾠwith	 ﾠWestern	 ﾠcontemporary	 ﾠart	 ﾠas	 ﾠ
a	 ﾠconsequence	 ﾠof	 ﾠthe	 ﾠopenings	 ﾠpromoted	 ﾠand	 ﾠpermitted	 ﾠon	 ﾠthe	 ﾠinitiative	 ﾠof	 ﾠDeng	 ﾠXiaoping	 ﾠfrom	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
16	 ﾠTate	 ﾠLondon,	 ﾠcollection	 ﾠdatabase:	 ﾠhttp://www.tate.org.uk/servlet/ViewWork?workid=589	 ﾠ(accessed	 ﾠ
September	 ﾠ29,	 ﾠ2011).	 ﾠ
17	 ﾠThis	 ﾠwork	 ﾠwas	 ﾠincluded	 ﾠin	 ﾠAi’s	 ﾠone	 ﾠperson	 ﾠexhibition	 ﾠcurated	 ﾠby	 ﾠKaren	 ﾠSmith	 ﾠat	 ﾠthe	 ﾠMary	 ﾠBoone	 ﾠGallery,	 ﾠ
New	 ﾠYork,	 ﾠMarch	 ﾠ8	 ﾠ–	 ﾠApril	 ﾠ26,	 ﾠ2008.	 ﾠ
18	 ﾠOn	 ﾠLin,	 ﾠsee	 ﾠthe	 ﾠwebsite:	 ﾠhttp://www.linfengmian.net/index.htm	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011);	 ﾠOn	 ﾠXu,	 ﾠsee	 ﾠXu	 ﾠ
Beihong	 ﾠin	 ﾠNanyang	 ﾠ(Singapore:	 ﾠSingapore	 ﾠArt	 ﾠMuseum,	 ﾠ2008),	 ﾠand	 ﾠthe	 ﾠcatalogue	 ﾠraisonné,	 ﾠZidu	 ﾠand	 ﾠHuo	 ﾠ
Yanwen,	 ﾠXu	 ﾠBeihong	 ﾠ(Beijing:	 ﾠZhong	 ﾠyan	 ﾠbian	 ﾠchu	 ﾠban	 ﾠshe,	 ﾠ2004)	 ﾠin	 ﾠfour	 ﾠvolumes	 ﾠ(in	 ﾠMandarin	 ﾠwith	 ﾠ
contents	 ﾠin	 ﾠEnglish,	 ﾠand	 ﾠmany	 ﾠillustrations).	 ﾠ	 ﾠ 6	 ﾠ
1978	 ﾠonwards.	 ﾠSome	 ﾠof	 ﾠthese	 ﾠartists	 ﾠhave	 ﾠtaken	 ﾠvisible	 ﾠsocial	 ﾠchange	 ﾠas	 ﾠtheir	 ﾠsubject.	 ﾠFor	 ﾠ
example,	 ﾠHai	 ﾠBo	 ﾠhas	 ﾠproduced	 ﾠa	 ﾠseries	 ﾠof	 ﾠphotographic	 ﾠworks	 ﾠcontrasting	 ﾠpast	 ﾠand	 ﾠpresent	 ﾠ
appearances.	 ﾠAmong	 ﾠthem	 ﾠis	 ﾠthe	 ﾠpoignant	 ﾠ‘I	 ﾠAm	 ﾠChairman	 ﾠMao’s	 ﾠRed	 ﾠGuard’	 ﾠ(2000),	 ﾠacquired	 ﾠin	 ﾠ
2009	 ﾠby	 ﾠthe	 ﾠJ.	 ﾠPaul	 ﾠGetty	 ﾠMuseum,	 ﾠLos	 ﾠAngeles.
19	 ﾠHai	 ﾠjuxtaposes	 ﾠfrontal	 ﾠportrait	 ﾠphotographs	 ﾠof	 ﾠ
the	 ﾠsame	 ﾠwoman	 ﾠat	 ﾠtwo	 ﾠpoints	 ﾠin	 ﾠher	 ﾠlife:	 ﾠas	 ﾠa	 ﾠslim	 ﾠyouth	 ﾠin	 ﾠher	 ﾠRed	 ﾠGuard	 ﾠuniform	 ﾠclutching	 ﾠ
her	 ﾠcopy	 ﾠof	 ﾠthe	 ﾠQuotations	 ﾠfrom	 ﾠChairman	 ﾠMao	 ﾠTse-ﾭ‐Tung	 ﾠ(1964),	 ﾠand	 ﾠin	 ﾠmiddle	 ﾠage	 ﾠwearing	 ﾠa	 ﾠ
sleeveless,	 ﾠfloral	 ﾠprinted	 ﾠdress.	 ﾠMost	 ﾠof	 ﾠthe	 ﾠleading	 ﾠartists	 ﾠin	 ﾠthis	 ﾠfield	 ﾠare	 ﾠapproaching	 ﾠor	 ﾠare	 ﾠ
over	 ﾠfifty	 ﾠyears	 ﾠof	 ﾠage.	 ﾠSome,	 ﾠlike	 ﾠXu	 ﾠBing,	 ﾠwho	 ﾠleft	 ﾠChina	 ﾠfollowing	 ﾠthe	 ﾠsuppression	 ﾠof	 ﾠthe	 ﾠ
Tiananmen	 ﾠSquare	 ﾠdemonstrations	 ﾠin	 ﾠ1989,	 ﾠhave	 ﾠrecently	 ﾠreturned.	 ﾠXu	 ﾠBing	 ﾠwas	 ﾠeducated	 ﾠat	 ﾠ
the	 ﾠCentral	 ﾠAcademy	 ﾠof	 ﾠFine	 ﾠArts	 ﾠin	 ﾠBeijing,	 ﾠleft	 ﾠChina	 ﾠfor	 ﾠthe	 ﾠUnited	 ﾠStates	 ﾠin	 ﾠ1990	 ﾠwhere	 ﾠhe	 ﾠ
received	 ﾠa	 ﾠMacArthur	 ﾠFellowship	 ﾠin	 ﾠ1999.	 ﾠHe	 ﾠwas	 ﾠappointed	 ﾠvice-ﾭ‐president	 ﾠof	 ﾠhis	 ﾠold	 ﾠart	 ﾠschool	 ﾠ
in	 ﾠ2008.	 ﾠ	 ﾠ
	 ﾠ Not	 ﾠall	 ﾠartists	 ﾠof	 ﾠthis	 ﾠgeneration	 ﾠby	 ﾠany	 ﾠmeans	 ﾠchose	 ﾠto	 ﾠrespond	 ﾠdirectly	 ﾠto	 ﾠWestern	 ﾠ
artworld	 ﾠart,	 ﾠwhether	 ﾠModernist	 ﾠor	 ﾠcontemporary.	 ﾠSome	 ﾠWestern	 ﾠart	 ﾠmuseums	 ﾠhave	 ﾠbeen	 ﾠ
actively	 ﾠacquiring	 ﾠworks	 ﾠby	 ﾠChinese	 ﾠartists	 ﾠwho	 ﾠhave	 ﾠcontinued	 ﾠto	 ﾠwork	 ﾠexplicitly	 ﾠwithin	 ﾠthe	 ﾠ
conventions	 ﾠof	 ﾠthe	 ﾠChinese	 ﾠpictorial	 ﾠtradition.	 ﾠThey	 ﾠconstitute	 ﾠmy	 ﾠthird	 ﾠtype	 ﾠof	 ﾠChinese	 ﾠart.	 ﾠIn	 ﾠ
mainland	 ﾠChina,	 ﾠthe	 ﾠCultural	 ﾠRevolution	 ﾠduring	 ﾠthe	 ﾠdecade	 ﾠfollowing	 ﾠ1966,	 ﾠas	 ﾠwell	 ﾠas	 ﾠearlier	 ﾠ
periods	 ﾠof	 ﾠsuppression,	 ﾠseverely	 ﾠinterrupted	 ﾠthe	 ﾠtransmission	 ﾠof	 ﾠtraditional	 ﾠart	 ﾠskills.	 ﾠSome	 ﾠof	 ﾠ
the	 ﾠfinest	 ﾠpractitioners	 ﾠmoved	 ﾠto	 ﾠNationalist	 ﾠTaiwan,	 ﾠHong	 ﾠKong,	 ﾠSingapore,	 ﾠor	 ﾠbeyond.	 ﾠIn	 ﾠ
recent	 ﾠyears,	 ﾠthough,	 ﾠmainland	 ﾠChina	 ﾠhas	 ﾠengineered	 ﾠa	 ﾠrapprochement.	 ﾠThe	 ﾠcareer	 ﾠof	 ﾠLiu	 ﾠ
Guosong,	 ﾠborn	 ﾠin	 ﾠ1932,	 ﾠexemplifies	 ﾠthis.	 ﾠFrom	 ﾠTaiwan	 ﾠhe	 ﾠmoved	 ﾠto	 ﾠHong	 ﾠKong	 ﾠin	 ﾠ1971,	 ﾠwhere	 ﾠ
he	 ﾠtaught	 ﾠfor	 ﾠtwenty	 ﾠyears.	 ﾠSince	 ﾠ1981	 ﾠhe	 ﾠhas	 ﾠbeen	 ﾠvisiting	 ﾠmainland	 ﾠChina,	 ﾠinfluencing	 ﾠthe	 ﾠ
revival	 ﾠof	 ﾠtraditional	 ﾠpainting	 ﾠstyles.	 ﾠHe	 ﾠwas	 ﾠgiven	 ﾠan	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠPalace	 ﾠMuseum,	 ﾠBeijing	 ﾠin	 ﾠ
2007,	 ﾠand	 ﾠat	 ﾠthe	 ﾠNational	 ﾠArt	 ﾠMuseum	 ﾠof	 ﾠChina,	 ﾠBeijing,	 ﾠin	 ﾠ2011.
20	 ﾠStill	 ﾠactive,	 ﾠLiu	 ﾠnow	 ﾠdivides	 ﾠhis	 ﾠ
time	 ﾠbetween	 ﾠTaoyuan	 ﾠ(Taiwan),	 ﾠand	 ﾠShanghai.	 ﾠLiu	 ﾠis	 ﾠfar	 ﾠfrom	 ﾠalone.	 ﾠThe	 ﾠofficial	 ﾠpromotion	 ﾠof	 ﾠ
traditional	 ﾠart	 ﾠincludes	 ﾠnot	 ﾠonly	 ﾠinstruction,	 ﾠprincipally	 ﾠat	 ﾠthe	 ﾠSuzhou	 ﾠAcademy	 ﾠof	 ﾠTraditional	 ﾠ
Chinese	 ﾠPainting,	 ﾠbut	 ﾠregular	 ﾠexhibitions	 ﾠat	 ﾠthe	 ﾠNational	 ﾠArt	 ﾠMuseum.	 ﾠIn	 ﾠ2011,	 ﾠfor	 ﾠinstance,	 ﾠthe	 ﾠ
museum	 ﾠheld	 ﾠan	 ﾠexhibition	 ﾠnot	 ﾠonly	 ﾠof	 ﾠLiu’s	 ﾠwork,	 ﾠbut	 ﾠof	 ﾠthat	 ﾠof	 ﾠthe	 ﾠfifty-ﾭ‐eight-ﾭ‐year-ﾭ‐old	 ﾠZhou	 ﾠ
Yibo.
21	 ﾠZhou	 ﾠworks	 ﾠwithin	 ﾠthe	 ﾠtraditional	 ﾠChang’an	 ﾠschool	 ﾠof	 ﾠpainting.	 ﾠHe	 ﾠis	 ﾠa	 ﾠprofessor	 ﾠat	 ﾠthe	 ﾠ
Xi’an	 ﾠUniversity	 ﾠof	 ﾠArchitecture	 ﾠand	 ﾠTechnology,	 ﾠSchool	 ﾠof	 ﾠArt,	 ﾠand—perhaps	 ﾠtellingly—vice-ﾭ‐
chairman	 ﾠof	 ﾠthe	 ﾠShaanxi	 ﾠProvincial	 ﾠCommittee	 ﾠof	 ﾠChinese	 ﾠPeople’s	 ﾠPolitical	 ﾠConsultative	 ﾠ
Conference.	 ﾠArt	 ﾠproduced	 ﾠwithin	 ﾠthe	 ﾠrevived	 ﾠand	 ﾠofficially	 ﾠsanctioned	 ﾠtradition	 ﾠof	 ﾠink	 ﾠpainting	 ﾠis	 ﾠ
more	 ﾠlikely	 ﾠto	 ﾠbe,	 ﾠthough	 ﾠis	 ﾠnot	 ﾠnecessarily,	 ﾠmore	 ﾠpolitically	 ﾠtractable	 ﾠthan	 ﾠart	 ﾠthat	 ﾠmore	 ﾠopenly	 ﾠ
conforms	 ﾠto	 ﾠcontemporary	 ﾠWestern	 ﾠmodes.	 ﾠ	 ﾠ
	 ﾠ The	 ﾠfourth	 ﾠtype	 ﾠof	 ﾠChinese	 ﾠart	 ﾠI	 ﾠidentify	 ﾠis	 ﾠart	 ﾠseemingly	 ﾠoutside	 ﾠthe	 ﾠartworld,	 ﾠwhether	 ﾠthat	 ﾠ
of	 ﾠolder	 ﾠModernism,	 ﾠor	 ﾠthe	 ﾠglobal	 ﾠcontemporary	 ﾠartworld	 ﾠrecently	 ﾠjoined	 ﾠby	 ﾠChinese	 ﾠavant-ﾭ‐
garde	 ﾠartists,	 ﾠor	 ﾠthat	 ﾠof	 ﾠChinese	 ﾠtraditional	 ﾠartists.	 ﾠBy	 ﾠthis	 ﾠI	 ﾠdo	 ﾠnot	 ﾠmean	 ﾠany	 ﾠlingering	 ﾠtrace	 ﾠof	 ﾠ
Chinese	 ﾠsocialist	 ﾠrealism,	 ﾠderived	 ﾠfrom	 ﾠStalinist	 ﾠSoviet	 ﾠmodels,	 ﾠthe	 ﾠonly	 ﾠsanctioned	 ﾠstyle	 ﾠin	 ﾠthe	 ﾠ
People’s	 ﾠRepublic	 ﾠfor	 ﾠgenerations.	 ﾠThis	 ﾠsurvives	 ﾠinterestingly	 ﾠin	 ﾠcertain	 ﾠarch,	 ﾠcommercial	 ﾠdesign	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	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 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
19	 ﾠExhibited	 ﾠin	 ﾠPhotography	 ﾠfrom	 ﾠthe	 ﾠNew	 ﾠChina,	 ﾠGetty	 ﾠCenter,	 ﾠLos	 ﾠAngeles,	 ﾠDecember,	 ﾠ2010	 ﾠ–	 ﾠApril,	 ﾠ2011:	 ﾠ
http://www.getty.edu/art/exhibitions/new_china/	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011)	 ﾠwith	 ﾠlink	 ﾠto	 ﾠillustration	 ﾠand	 ﾠ
description.	 ﾠ
20	 ﾠA	 ﾠCreation	 ﾠExhibition	 ﾠby	 ﾠLiu	 ﾠGuosong—Looking	 ﾠback	 ﾠat	 ﾠ80,	 ﾠNational	 ﾠArt	 ﾠMuseum	 ﾠof	 ﾠChina,	 ﾠMarch	 ﾠ21	 ﾠ–	 ﾠ
April	 ﾠ3,	 ﾠ2011:	 ﾠhttp://211.103.233.9/en/Exhibitions/201102/t20110225_133746.html	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ
2011).	 ﾠ
21	 ﾠInk	 ﾠSoul	 ﾠat	 ﾠMidnight—Art	 ﾠExhibition	 ﾠof	 ﾠZhou	 ﾠYi	 ﾠBo,	 ﾠNational	 ﾠArt	 ﾠMuseum	 ﾠof	 ﾠChina,	 ﾠApril	 ﾠ5	 ﾠ–	 ﾠApril	 ﾠ17,	 ﾠ
2011:	 ﾠhttp://211.103.233.9/en/Exhibitions/201103/t20110328_138326.html	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ	 ﾠ 7	 ﾠ
images,	 ﾠsuch	 ﾠas	 ﾠa	 ﾠrecent	 ﾠadvertisement	 ﾠfor	 ﾠthe	 ﾠApple	 ﾠiPad	 ﾠin	 ﾠwhich	 ﾠa	 ﾠheroic,	 ﾠsmiling	 ﾠtractor	 ﾠ
driver	 ﾠholds	 ﾠaloft	 ﾠan	 ﾠiPad,	 ﾠironically	 ﾠevoking	 ﾠthe	 ﾠ‘Little	 ﾠRed	 ﾠBook’	 ﾠof	 ﾠthe	 ﾠQuotations	 ﾠfrom	 ﾠ
Chairman	 ﾠMao	 ﾠTse-ﾭ‐Tung	 ﾠduring	 ﾠthe	 ﾠCultural	 ﾠRevolution.
22	 ﾠRather,	 ﾠI	 ﾠmean	 ﾠthe	 ﾠextraordinary	 ﾠ
phenomenon	 ﾠof	 ﾠthe	 ﾠcheap	 ﾠcopy.	 ﾠMuch	 ﾠof	 ﾠthe	 ﾠtrade	 ﾠtakes	 ﾠplace	 ﾠvia	 ﾠthe	 ﾠWeb.
23	 ﾠIt	 ﾠincludes	 ﾠ
derivatives	 ﾠfrom,	 ﾠand	 ﾠcopies	 ﾠof,	 ﾠtraditional	 ﾠChinese	 ﾠpaintings—long	 ﾠan	 ﾠartisanal	 ﾠindustry	 ﾠin	 ﾠHong	 ﾠ
Kong,	 ﾠnow	 ﾠalso	 ﾠpracticed	 ﾠon	 ﾠthe	 ﾠmainland.	 ﾠAlthough	 ﾠcheap	 ﾠoil	 ﾠpaintings,	 ﾠmany	 ﾠof	 ﾠthem	 ﾠcopies	 ﾠof	 ﾠ
well-ﾭ‐known	 ﾠWestern	 ﾠprototypes,	 ﾠare	 ﾠproduced	 ﾠin	 ﾠseveral	 ﾠAsian	 ﾠcountries,	 ﾠand	 ﾠelsewhere	 ﾠin	 ﾠ
mainland	 ﾠChina,	 ﾠthe	 ﾠcenter	 ﾠof	 ﾠthe	 ﾠpractice	 ﾠis	 ﾠcurrently	 ﾠDafen	 ﾠVillage,	 ﾠin	 ﾠShenzhen	 ﾠjust	 ﾠnorth	 ﾠof	 ﾠ
Hong	 ﾠKong.
24	 ﾠA	 ﾠHong	 ﾠKong	 ﾠbusinessman	 ﾠmoved	 ﾠhis	 ﾠenterprise	 ﾠthere	 ﾠto	 ﾠtake	 ﾠadvantage	 ﾠof	 ﾠthe	 ﾠ
Shenzhen	 ﾠSpecial	 ﾠEconomic	 ﾠZone.	 ﾠIn	 ﾠDafen,	 ﾠaround	 ﾠ8,000	 ﾠfull-ﾭ‐time	 ﾠartists	 ﾠare	 ﾠsaid	 ﾠto	 ﾠproduce	 ﾠ
something	 ﾠlike	 ﾠsixty	 ﾠpercent	 ﾠof	 ﾠthe	 ﾠworld’s	 ﾠoil	 ﾠpaintings.	 ﾠSome	 ﾠare	 ﾠsold	 ﾠin	 ﾠsmall	 ﾠgalleries	 ﾠlocally	 ﾠ
to	 ﾠforeign	 ﾠvisitors	 ﾠwho	 ﾠthrong	 ﾠthere.	 ﾠMany	 ﾠare	 ﾠsold	 ﾠto	 ﾠwholesalers	 ﾠthroughout	 ﾠthe	 ﾠworld.	 ﾠThe	 ﾠ
Internet	 ﾠaccounts	 ﾠfor	 ﾠyet	 ﾠanother	 ﾠsegment	 ﾠof	 ﾠthe	 ﾠsales,	 ﾠdirectly	 ﾠor	 ﾠthrough	 ﾠinnumerable	 ﾠ
intermediaries.	 ﾠThe	 ﾠartists	 ﾠare	 ﾠpredominantly	 ﾠcopyists	 ﾠwho	 ﾠhave	 ﾠnot	 ﾠbeen	 ﾠable	 ﾠto	 ﾠattend	 ﾠart	 ﾠ
schools	 ﾠor	 ﾠcollege,	 ﾠbut	 ﾠwho	 ﾠhave	 ﾠlearned	 ﾠtheir	 ﾠskills	 ﾠmechanically.	 ﾠSome	 ﾠproduce	 ﾠtheir	 ﾠown	 ﾠ
work,	 ﾠbut	 ﾠcopying	 ﾠis	 ﾠrelatively	 ﾠlucrative	 ﾠcompared	 ﾠwith	 ﾠother	 ﾠpossible	 ﾠoptions.	 ﾠZhao	 ﾠXiaoyong,	 ﾠ
photographed	 ﾠpainting	 ﾠa	 ﾠvan	 ﾠGogh	 ﾠself-ﾭ‐portrait	 ﾠin	 ﾠApril,	 ﾠ2011,	 ﾠreported	 ﾠthat	 ﾠin	 ﾠhis	 ﾠcareer	 ﾠto	 ﾠdate	 ﾠ
he	 ﾠhas	 ﾠpainted	 ﾠabout	 ﾠ70,000	 ﾠvan	 ﾠGogh	 ﾠcopies.
25	 ﾠCopies	 ﾠcan	 ﾠbe	 ﾠordered	 ﾠto	 ﾠsize,	 ﾠand	 ﾠsome	 ﾠ
websites	 ﾠoffer	 ﾠhelpful	 ﾠmock-ﾭ‐up	 ﾠdomestic	 ﾠscenes	 ﾠso	 ﾠthat	 ﾠcustomers	 ﾠcan	 ﾠdecide	 ﾠwhat	 ﾠsize	 ﾠwould	 ﾠ
best	 ﾠfit	 ﾠtheir	 ﾠcircumstances.
26	 ﾠ	 ﾠ
	 ﾠ From	 ﾠthe	 ﾠpoint	 ﾠof	 ﾠview	 ﾠof	 ﾠaesthetics,	 ﾠeven	 ﾠif	 ﾠnot	 ﾠfrom	 ﾠthose	 ﾠof	 ﾠanthropology	 ﾠand	 ﾠhistory,	 ﾠit	 ﾠis	 ﾠ
all	 ﾠtoo	 ﾠeasy	 ﾠto	 ﾠdismiss	 ﾠthis	 ﾠphenomenon.	 ﾠThis	 ﾠactivity,	 ﾠafter	 ﾠall,	 ﾠis	 ﾠtaking	 ﾠplace	 ﾠoutside	 ﾠthe	 ﾠ
artworld.	 ﾠYet	 ﾠeven	 ﾠwhen	 ﾠconsidering	 ﾠaesthetics,	 ﾠto	 ﾠdismiss	 ﾠthis	 ﾠmass	 ﾠcommercial	 ﾠpractice	 ﾠwould	 ﾠ
be	 ﾠunwise	 ﾠas	 ﾠwe	 ﾠponder	 ﾠthe	 ﾠbig	 ﾠquestions	 ﾠconcerning	 ﾠglobalization,	 ﾠits	 ﾠattendant	 ﾠaesthetic	 ﾠ
homogenization,	 ﾠand	 ﾠrelationship	 ﾠto	 ﾠlocal	 ﾠtraditions.	 ﾠIn	 ﾠthe	 ﾠBlue	 ﾠBook,	 ﾠLudwig	 ﾠWittgenstein	 ﾠcites	 ﾠ
the	 ﾠbeam	 ﾠof	 ﾠhis	 ﾠreading	 ﾠlamp	 ﾠas	 ﾠhaving	 ﾠindefinite	 ﾠboundaries,	 ﾠbut	 ﾠfor	 ﾠall	 ﾠthat,	 ﾠclearly	 ﾠexisting.
27	 ﾠ
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22	 ﾠProduced	 ﾠin	 ﾠassociation	 ﾠwith	 ﾠNeonpunch	 ﾠof	 ﾠHong	 ﾠKong:	 ﾠsee	 ﾠ‘Neonpunch	 ﾠroundup:	 ﾠAll	 ﾠabout	 ﾠApple,	 ﾠ
iPhones,	 ﾠand	 ﾠiPads’,	 ﾠCNNGo	 ﾠwebsite,	 ﾠMarch	 ﾠ17,	 ﾠ2010:	 ﾠ
http://www.cnngo.com/explorations/none/neonpunch-ﾭ‐roundup-ﾭ‐all-ﾭ‐about-ﾭ‐apple-ﾭ‐iphones-ﾭ‐and-ﾭ‐ipads-ﾭ‐
211201	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
23	 ﾠSee,	 ﾠfor	 ﾠexample,	 ﾠthe	 ﾠhand-ﾭ‐made	 ﾠcopies	 ﾠof,	 ﾠand	 ﾠderivations	 ﾠfrom,	 ﾠtraditional	 ﾠChinese	 ﾠink	 ﾠpaintings	 ﾠ
available	 ﾠthrough	 ﾠYeahVeryGood.com:	 ﾠsee	 ﾠhttp://yeahverygood.com/Chinese-ﾭ‐Painting-ﾭ‐c4_p1.html	 ﾠ
(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
24	 ﾠCopyists	 ﾠare	 ﾠat	 ﾠwork	 ﾠin	 ﾠother	 ﾠplaces	 ﾠin	 ﾠChina,	 ﾠtoo,	 ﾠfor	 ﾠinstance,	 ﾠXiamen	 ﾠ(Fujian	 ﾠProvince),	 ﾠwhere	 ﾠ
Tianhong	 ﾠArt	 ﾠ&	 ﾠCraft	 ﾠInternational	 ﾠLtd.	 ﾠclaims	 ﾠto	 ﾠemploy	 ﾠover	 ﾠ400	 ﾠprofessional	 ﾠartists	 ﾠwho	 ﾠcopy	 ﾠpaintings	 ﾠ
for	 ﾠwholesale	 ﾠdistribution.	 ﾠ‘We	 ﾠare	 ﾠthe	 ﾠleading	 ﾠhand-ﾭ‐painted	 ﾠwholesaler.	 ﾠWe	 ﾠwholesale	 ﾠ100%	 ﾠhandmade	 ﾠ
oil	 ﾠpainting	 ﾠon	 ﾠcavans	 ﾠ[sic]	 ﾠwith	 ﾠa	 ﾠwide	 ﾠrange,	 ﾠinclude	 ﾠclassicalism,	 ﾠimpressionist,	 ﾠcontemporary,	 ﾠ
modernism,	 ﾠportrait,	 ﾠstill	 ﾠlife,	 ﾠabstract,	 ﾠold	 ﾠmaster,	 ﾠlandscape,	 ﾠseascape,	 ﾠmoder	 ﾠ[sic]	 ﾠdecor	 ﾠart	 ﾠetc.	 ﾠWe	 ﾠ
have	 ﾠover	 ﾠ400	 ﾠfull-ﾭ‐time	 ﾠtalent	 ﾠartists,	 ﾠwe	 ﾠcreat	 ﾠ[sic]	 ﾠoriginal	 ﾠoil	 ﾠpainting	 ﾠaccording	 ﾠto	 ﾠmarket	 ﾠupcoming	 ﾠ
trends.	 ﾠWe	 ﾠcan	 ﾠcreate	 ﾠa	 ﾠnew	 ﾠpainting	 ﾠbased	 ﾠon	 ﾠcustomers’	 ﾠphotos	 ﾠ(old	 ﾠmasters’	 ﾠpaintings,	 ﾠmoder	 ﾠ[sic]	 ﾠ
paintings,	 ﾠphotographs	 ﾠor	 ﾠother	 ﾠsources).	 ﾠWe	 ﾠcan	 ﾠcompine	 ﾠtwo	 ﾠphotos	 ﾠinto	 ﾠa	 ﾠnew	 ﾠstyle.	 ﾠWe	 ﾠcan	 ﾠchange	 ﾠa	 ﾠ
painting	 ﾠto	 ﾠfit	 ﾠyour	 ﾠcolours	 ﾠand	 ﾠmore	 ﾠand	 ﾠmore’:	 ﾠhttp://www.madeinasia.com/factory-ﾭ‐103205/about-ﾭ‐
us.html	 ﾠ(accessed	 ﾠSeptember	 ﾠ30,	 ﾠ2011).	 ﾠ
25	 ﾠThe	 ﾠReuters	 ﾠstory	 ﾠwith	 ﾠphotographs	 ﾠof	 ﾠZhao	 ﾠpainting	 ﾠa	 ﾠvan	 ﾠGogh	 ﾠcopy	 ﾠby	 ﾠJason	 ﾠLee	 ﾠwas	 ﾠpublished	 ﾠ
widely,	 ﾠfor	 ﾠexample	 ﾠby	 ﾠ2Space,	 ﾠApril	 ﾠ28,	 ﾠ2011.	 ﾠSee:	 ﾠhttp://www.2space.net/news/article/352126-ﾭ‐
1303958410/	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
26	 ﾠFor	 ﾠexample,	 ﾠsee:	 ﾠhttp://www.book530.com/	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
27	 ﾠLudwig	 ﾠWittgenstein,	 ﾠPreliminary	 ﾠStudies	 ﾠfor	 ﾠthe	 ﾠ‘Philosophical	 ﾠInvestigations’	 ﾠGenerally	 ﾠknown	 ﾠas	 ﾠthe	 ﾠ
Blue	 ﾠand	 ﾠBrown	 ﾠBooks,	 ﾠed.	 ﾠRush	 ﾠRhees,	 ﾠ2
nd	 ﾠedition	 ﾠ(New	 ﾠYork:	 ﾠHarper	 ﾠ&	 ﾠRow,	 ﾠ1960),	 ﾠp.	 ﾠ27.	 ﾠ	 ﾠ 8	 ﾠ
The	 ﾠfour	 ﾠtypes	 ﾠof	 ﾠart	 ﾠpractice	 ﾠI	 ﾠhave	 ﾠidentified	 ﾠin	 ﾠChina—Modernist,	 ﾠavant-ﾭ‐garde,	 ﾠtraditional,	 ﾠ
and	 ﾠmass	 ﾠcommercial—are	 ﾠlike	 ﾠfour	 ﾠsuch	 ﾠlamp	 ﾠbeams	 ﾠintersecting.	 ﾠFurther,	 ﾠthey	 ﾠall	 ﾠhave	 ﾠboth	 ﾠ
overt	 ﾠand	 ﾠconcealed	 ﾠconnections	 ﾠto	 ﾠentrenched	 ﾠpractices	 ﾠof	 ﾠemulation,	 ﾠimitation,	 ﾠand	 ﾠcopying.	 ﾠ
	 ﾠ
3.	 ﾠ
Describing	 ﾠChinese	 ﾠart	 ﾠin	 ﾠterms	 ﾠof	 ﾠemulation,	 ﾠimitation,	 ﾠand	 ﾠcopying	 ﾠis	 ﾠopen	 ﾠto	 ﾠ
misunderstanding.	 ﾠFirst,	 ﾠin	 ﾠChina,	 ﾠvisual	 ﾠart	 ﾠhas	 ﾠbeen	 ﾠconsidered	 ﾠdistinct	 ﾠfrom	 ﾠother	 ﾠbroadly	 ﾠ
expressive	 ﾠforms,	 ﾠsuch	 ﾠas	 ﾠpoetry	 ﾠand	 ﾠcalligraphy,	 ﾠonly	 ﾠrecently,	 ﾠand	 ﾠeven	 ﾠthen	 ﾠequivocally.	 ﾠ
Second,	 ﾠemulation,	 ﾠimitation	 ﾠand	 ﾠcopying	 ﾠlong	 ﾠconstituted	 ﾠa	 ﾠrange	 ﾠof	 ﾠpractices	 ﾠthat	 ﾠwere—and	 ﾠ
are—part	 ﾠof	 ﾠhow	 ﾠan	 ﾠartist	 ﾠ(who	 ﾠmight	 ﾠalso	 ﾠequally	 ﾠbe	 ﾠa	 ﾠpoet	 ﾠand	 ﾠcalligrapher)	 ﾠideally	 ﾠaimed	 ﾠto	 ﾠ
achieve	 ﾠwhat	 ﾠCraig	 ﾠClunas	 ﾠdescribes	 ﾠas	 ﾠthe	 ﾠ‘perfect	 ﾠbalance	 ﾠbetween	 ﾠthe	 ﾠtransmission	 ﾠof	 ﾠancient	 ﾠ
models	 ﾠand	 ﾠthe	 ﾠformation	 ﾠof	 ﾠhis	 ﾠown	 ﾠstyle’	 ﾠthereby	 ﾠassuming	 ﾠa	 ﾠplace	 ﾠin	 ﾠ	 ﾠ‘the	 ﾠgreat	 ﾠchain	 ﾠof	 ﾠ
cultural	 ﾠtransmission’.
28	 ﾠWe	 ﾠshould	 ﾠbeware	 ﾠof	 ﾠthinking	 ﾠof	 ﾠemulation,	 ﾠimitation	 ﾠand	 ﾠcopying	 ﾠin	 ﾠ
China	 ﾠas	 ﾠnecessarily	 ﾠunchanging	 ﾠconstants	 ﾠessential	 ﾠto	 ﾠChinese	 ﾠpractice,	 ﾠalthough	 ﾠthis	 ﾠis	 ﾠhow	 ﾠ
they	 ﾠare	 ﾠall	 ﾠtoo	 ﾠfrequently	 ﾠseen	 ﾠfrom	 ﾠthe	 ﾠoutside.	 ﾠThis	 ﾠassociation	 ﾠhas	 ﾠlong-ﾭ‐standing	 ﾠ
international	 ﾠas	 ﾠwell	 ﾠas	 ﾠlocal	 ﾠdimensions.	 ﾠ	 ﾠ
	 ﾠ Chinese	 ﾠso-ﾭ‐called	 ﾠ‘trade’	 ﾠartists	 ﾠhave	 ﾠbeen	 ﾠcopying	 ﾠand	 ﾠemulating	 ﾠWestern	 ﾠartworks	 ﾠfor	 ﾠthe	 ﾠ
Western	 ﾠmarket	 ﾠsince	 ﾠat	 ﾠleast	 ﾠthe	 ﾠeighteenth	 ﾠcentury.	 ﾠOne	 ﾠof	 ﾠthe	 ﾠbest	 ﾠknown	 ﾠsuch	 ﾠartists	 ﾠof	 ﾠthe	 ﾠ
first	 ﾠhalf	 ﾠof	 ﾠthe	 ﾠnineteenth	 ﾠcentury	 ﾠwas	 ﾠGuan	 ﾠQiaochang,	 ﾠknown	 ﾠto	 ﾠWesterners	 ﾠas	 ﾠLam	 ﾠQua.	 ﾠHe	 ﾠ
had	 ﾠstudied	 ﾠin	 ﾠthe	 ﾠ1820s	 ﾠwith	 ﾠGeorge	 ﾠChinnery,	 ﾠthe	 ﾠfirst	 ﾠEnglish	 ﾠpainter	 ﾠto	 ﾠsettle	 ﾠin	 ﾠChina.	 ﾠLam	 ﾠ
Qua	 ﾠdeveloped	 ﾠa	 ﾠclientele	 ﾠfor	 ﾠportraits	 ﾠamong	 ﾠWestern	 ﾠmerchants	 ﾠand	 ﾠmissionaries	 ﾠin	 ﾠCanton,	 ﾠ
where	 ﾠhe	 ﾠand	 ﾠhis	 ﾠbrother	 ﾠdeveloped	 ﾠmass	 ﾠproduction	 ﾠtechniques.	 ﾠHis	 ﾠself-ﾭ‐portrait	 ﾠfrom	 ﾠthe	 ﾠ
1840s	 ﾠis	 ﾠin	 ﾠthe	 ﾠPeabody	 ﾠEssex	 ﾠMuseum,	 ﾠSalem,	 ﾠMassachusetts.
29	 ﾠOther	 ﾠartists	 ﾠwere	 ﾠidentified	 ﾠby	 ﾠ
the	 ﾠname	 ﾠLam	 ﾠQua	 ﾠwell	 ﾠafter	 ﾠGuan’s	 ﾠdeath	 ﾠin	 ﾠabout	 ﾠ1860.
30	 ﾠIn	 ﾠ2010,	 ﾠthe	 ﾠPeabody	 ﾠEssex	 ﾠMuseum	 ﾠ
acquired	 ﾠa	 ﾠcopy	 ﾠof	 ﾠIngres’s	 ﾠ1814	 ﾠGrande	 ﾠodalisque.
31	 ﾠIt	 ﾠbears	 ﾠthe	 ﾠinscription	 ﾠ‘Lamqua’,	 ﾠbut	 ﾠmay	 ﾠ
not	 ﾠbe	 ﾠby	 ﾠGuan.	 ﾠIt	 ﾠis,	 ﾠthough,	 ﾠa	 ﾠnineteenth-ﾭ‐century	 ﾠChinese	 ﾠcopy.	 ﾠ	 ﾠ
	 ﾠ Copying,	 ﾠor	 ﾠimitating,	 ﾠworks	 ﾠby	 ﾠWestern	 ﾠartists	 ﾠis	 ﾠscarcely	 ﾠa	 ﾠnew	 ﾠactivity.	 ﾠNeither	 ﾠis	 ﾠit	 ﾠ
exclusively	 ﾠthe	 ﾠpreserve	 ﾠof	 ﾠartisans	 ﾠwho	 ﾠnever	 ﾠattended	 ﾠart	 ﾠschools,	 ﾠas	 ﾠin	 ﾠDafen	 ﾠtoday.	 ﾠSince	 ﾠat	 ﾠ
least	 ﾠthe	 ﾠ1980s,	 ﾠsome	 ﾠorders	 ﾠfor	 ﾠcopies	 ﾠfrom	 ﾠentrepreneurs	 ﾠwho	 ﾠcontrol	 ﾠthe	 ﾠgreater	 ﾠpart	 ﾠof	 ﾠthe	 ﾠ
market	 ﾠhave	 ﾠbeen	 ﾠfilled	 ﾠby	 ﾠteachers	 ﾠand	 ﾠstudents	 ﾠat	 ﾠvarious	 ﾠart	 ﾠschools	 ﾠ‘moonlighting’	 ﾠfor	 ﾠmuch	 ﾠ
needed	 ﾠextra	 ﾠincome.	 ﾠFurthermore,	 ﾠsuccessful	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠartworld	 ﾠartists	 ﾠhave	 ﾠused	 ﾠ
the	 ﾠservices	 ﾠof	 ﾠartisan	 ﾠcopyist	 ﾠpainters	 ﾠto	 ﾠproduce	 ﾠconceptual	 ﾠworks,	 ﾠsome	 ﾠof	 ﾠwhich	 ﾠcomment	 ﾠ
directly	 ﾠon	 ﾠthe	 ﾠphenomenon	 ﾠof	 ﾠcopying	 ﾠWestern	 ﾠold	 ﾠmasters.	 ﾠZhou	 ﾠTiehai’s	 ﾠ2004	 ﾠpainting,	 ﾠ
Palace	 ﾠWoman,	 ﾠsubstitutes	 ﾠthe	 ﾠhead	 ﾠof	 ﾠthe	 ﾠAmerican	 ﾠcigarette	 ﾠadvertizing	 ﾠcharacter,	 ﾠJoe	 ﾠCamel,	 ﾠ
for	 ﾠthat	 ﾠof	 ﾠthe	 ﾠodalisque.
32	 ﾠZhou	 ﾠmay	 ﾠdesign	 ﾠhis	 ﾠironic	 ﾠpaintings,	 ﾠbut	 ﾠthey	 ﾠare	 ﾠdoubly	 ﾠironic,	 ﾠfor	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
28	 ﾠCraig	 ﾠClunas,	 ﾠElegant	 ﾠDebts:	 ﾠThe	 ﾠSocial	 ﾠArt	 ﾠof	 ﾠWen	 ﾠZhengming,	 ﾠ1470-ﾭ‐1559	 ﾠ(London:	 ﾠReaktion	 ﾠBooks,	 ﾠ
2004),	 ﾠp.	 ﾠ36.	 ﾠClunas	 ﾠdescribes	 ﾠthe	 ﾠsixteenth-ﾭ‐century	 ﾠartist,	 ﾠpoet,	 ﾠand	 ﾠcalligrapher	 ﾠWen	 ﾠZhengming	 ﾠpraising	 ﾠ
his	 ﾠprincipal	 ﾠcalligraphy	 ﾠteacher,	 ﾠLi	 ﾠYingzhen	 ﾠin	 ﾠthese	 ﾠterms.	 ﾠ
29	 ﾠSee	 ﾠPeter	 ﾠC.	 ﾠPerdue,	 ﾠ‘Rise	 ﾠand	 ﾠFall	 ﾠof	 ﾠthe	 ﾠCanton	 ﾠTrade	 ﾠSystem,	 ﾠI,	 ﾠChina	 ﾠin	 ﾠthe	 ﾠWorld	 ﾠ(1700-ﾭ‐1860s):	 ﾠThe	 ﾠ
Narrow	 ﾠWorld	 ﾠof	 ﾠArtists	 ﾠof	 ﾠthe	 ﾠCanton	 ﾠTrade’,	 ﾠMIT	 ﾠVisualizing	 ﾠCultures:	 ﾠ
http://ocw.mit.edu/ans7870/21f/21f.027/rise_fall_canton_01/cw_essay04.html	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
30	 ﾠSee,	 ﾠfor	 ﾠexample,	 ﾠa	 ﾠphotograph	 ﾠby	 ﾠJohn	 ﾠThomson	 ﾠfrom	 ﾠabout	 ﾠ1872	 ﾠin	 ﾠthe	 ﾠPowerhouse	 ﾠMuseum,	 ﾠ
Sydney.	 ﾠSee:	 ﾠhttp://eaobjets.wordpress.com/2010/07/10/photo-ﾭ‐of-ﾭ‐the-ﾭ‐day-ﾭ‐4/	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
31	 ﾠOdalisque,	 ﾠoil	 ﾠon	 ﾠcanvas,	 ﾠ30.5	 ﾠx	 ﾠ47	 ﾠcm.,	 ﾠsold	 ﾠat	 ﾠDuke’s,	 ﾠDorchester,	 ﾠUK,	 ﾠSept.	 ﾠ23,	 ﾠ2010,	 ﾠlot	 ﾠ1397,	 ﾠ
£20,000.	 ﾠIts	 ﾠchanged	 ﾠcolor	 ﾠscheme	 ﾠ(pink	 ﾠrather	 ﾠthan	 ﾠdeep	 ﾠblue	 ﾠcurtains),	 ﾠand	 ﾠits	 ﾠreversed	 ﾠcomposition	 ﾠ
suggest	 ﾠthat	 ﾠit	 ﾠwas	 ﾠcopied	 ﾠfrom	 ﾠa	 ﾠprint,	 ﾠmost	 ﾠlikely	 ﾠthe	 ﾠ1825	 ﾠlithograph.	 ﾠ
32	 ﾠThe	 ﾠpainting	 ﾠ(airbrushed	 ﾠacrylic	 ﾠon	 ﾠsynthetic	 ﾠcanvas)	 ﾠis	 ﾠin	 ﾠa	 ﾠprivate	 ﾠcollection,	 ﾠbut	 ﾠis	 ﾠillustrated	 ﾠin	 ﾠthe	 ﾠ
online	 ﾠarchive	 ﾠof	 ﾠthe	 ﾠShanghART	 ﾠGallery,	 ﾠShanghai:	 ﾠ	 ﾠ 9	 ﾠ
artisans	 ﾠexecute	 ﾠthem	 ﾠusing	 ﾠairbrush	 ﾠequipment.	 ﾠIn	 ﾠ2005,	 ﾠthe	 ﾠavant-ﾭ‐garde	 ﾠartist,	 ﾠLiu	 ﾠDing	 ﾠ
addressed	 ﾠthe	 ﾠphenomenon	 ﾠof	 ﾠartisanal	 ﾠnon-ﾭ‐artworld	 ﾠart	 ﾠproduction	 ﾠdirectly.	 ﾠHe	 ﾠcontrived	 ﾠa	 ﾠ
performance	 ﾠat	 ﾠthe	 ﾠsecond	 ﾠGuangzhou	 ﾠTriennial	 ﾠin	 ﾠwhich	 ﾠfor	 ﾠfour	 ﾠhours	 ﾠthirteen	 ﾠpainters	 ﾠhired	 ﾠ
from	 ﾠDafen	 ﾠVillage	 ﾠpainted	 ﾠforty	 ﾠcanvases,	 ﾠall	 ﾠthe	 ﾠsame	 ﾠsize:	 ﾠexcerpts	 ﾠof	 ﾠvarying	 ﾠextent	 ﾠof	 ﾠa	 ﾠ
single	 ﾠlandscape	 ﾠcomposition.	 ﾠThe	 ﾠtitle	 ﾠof	 ﾠthe	 ﾠpiece	 ﾠwas	 ﾠSamples	 ﾠfrom	 ﾠthe	 ﾠTransition	 ﾠC	 ﾠProducts	 ﾠ
Part	 ﾠ1,	 ﾠevoking	 ﾠtheir	 ﾠformal	 ﾠbureaucratic	 ﾠdesignation.
33	 ﾠPart	 ﾠ2	 ﾠconsisted	 ﾠin	 ﾠthose	 ﾠforty	 ﾠpaintings,	 ﾠ
in	 ﾠgilt	 ﾠframes,	 ﾠexhibited	 ﾠsalon	 ﾠstyle	 ﾠin	 ﾠthe	 ﾠL.	 ﾠA.	 ﾠGalerie	 ﾠ-ﾭ‐	 ﾠLothar	 ﾠAlbrecht,	 ﾠFrankfurt,	 ﾠGermany,	 ﾠ
and	 ﾠthe	 ﾠFondazione	 ﾠSandretto	 ﾠRe	 ﾠRebaudengo,	 ﾠTurin,	 ﾠItaly	 ﾠin	 ﾠ2006.	 ﾠIn	 ﾠ2007,	 ﾠthe	 ﾠgallery	 ﾠoffered	 ﾠ
individual	 ﾠpaintings	 ﾠfor	 ﾠsale	 ﾠfrom	 ﾠthe	 ﾠinstallation.
34	 ﾠIn	 ﾠthis	 ﾠand	 ﾠother	 ﾠcontemporary	 ﾠartworld	 ﾠ
projects	 ﾠexploiting	 ﾠDafen	 ﾠpainters,	 ﾠin	 ﾠthe	 ﾠwords	 ﾠof	 ﾠWinnie	 ﾠWon	 ﾠYin	 ﾠWong:	 ﾠ‘we	 ﾠsee	 ﾠthus	 ﾠnot	 ﾠonly	 ﾠ
versions	 ﾠof	 ﾠpost-ﾭ‐studio	 ﾠauthorship	 ﾠcollapsed	 ﾠonto	 ﾠa	 ﾠliving	 ﾠreadymade,	 ﾠbut	 ﾠalso	 ﾠa	 ﾠspecific	 ﾠslice	 ﾠof	 ﾠ
China’s	 ﾠproductive,	 ﾠtransitional	 ﾠeconomy	 ﾠreframed	 ﾠas	 ﾠa	 ﾠtransnational	 ﾠobject	 ﾠof	 ﾠaesthetic	 ﾠ
desire’.
35	 ﾠ	 ﾠ
	 ﾠ This	 ﾠpractice	 ﾠof	 ﾠusing	 ﾠnon-ﾭ‐artworld	 ﾠDafen	 ﾠpainters	 ﾠwithin	 ﾠthe	 ﾠartworld	 ﾠhas	 ﾠmoved	 ﾠbeyond	 ﾠ
China	 ﾠitself.	 ﾠFor	 ﾠhis	 ﾠMFA	 ﾠthesis	 ﾠproject	 ﾠat	 ﾠthe	 ﾠSchool	 ﾠof	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠFine	 ﾠArts,	 ﾠBoston	 ﾠand	 ﾠ
Tufts	 ﾠUniversity,	 ﾠJohn	 ﾠC.	 ﾠGonzalez	 ﾠordered	 ﾠself-ﾭ‐portraits	 ﾠby	 ﾠfifty-ﾭ‐two	 ﾠunidentified	 ﾠpainters	 ﾠat	 ﾠone	 ﾠ
Dafen	 ﾠworkshop.	 ﾠHe	 ﾠexhibited	 ﾠthem	 ﾠtogether	 ﾠwith	 ﾠa	 ﾠphotograph	 ﾠof	 ﾠthe	 ﾠhead	 ﾠof	 ﾠthe	 ﾠcompany	 ﾠ
holding	 ﾠGonzalez’s	 ﾠown	 ﾠpainted	 ﾠself-ﾭ‐portrait,	 ﾠwhich	 ﾠhe	 ﾠhad	 ﾠsent	 ﾠto	 ﾠDafen.	 ﾠGonzales	 ﾠgave	 ﾠthe	 ﾠ
installation	 ﾠthe	 ﾠtitle	 ﾠSelf-ﾭ‐Portrait	 ﾠProject	 ﾠ(2009-ﾭ‐11).
36	 ﾠWhat	 ﾠis	 ﾠhappening	 ﾠin	 ﾠsuch	 ﾠa	 ﾠwork?	 ﾠIn	 ﾠa	 ﾠ
recent	 ﾠinterview,	 ﾠGonzalez	 ﾠresponded:	 ﾠ
	 ﾠ
[M]y	 ﾠwife	 ﾠhas	 ﾠreally	 ﾠinteresting	 ﾠobservations.	 ﾠShe	 ﾠsaid	 ﾠsomething	 ﾠthat	 ﾠmade	 ﾠa	 ﾠlot	 ﾠof	 ﾠsense,	 ﾠ
‘Well	 ﾠyou	 ﾠknow	 ﾠhoney,	 ﾠwhat	 ﾠyou	 ﾠare	 ﾠdoing,	 ﾠyou	 ﾠare	 ﾠalways	 ﾠtrying	 ﾠto	 ﾠgive	 ﾠa	 ﾠvoice	 ﾠto	 ﾠthe	 ﾠ
underdog.	 ﾠThat’s	 ﾠwhat	 ﾠyou’re	 ﾠtrying	 ﾠto	 ﾠdo.’	 ﾠI	 ﾠthought	 ﾠabout	 ﾠthat,	 ﾠ‘Yeah,	 ﾠI	 ﾠkind	 ﾠof	 ﾠam.’	 ﾠWhy	 ﾠ
do	 ﾠI	 ﾠwant	 ﾠto	 ﾠdo	 ﾠthat?	 ﾠWhat	 ﾠdoes	 ﾠit	 ﾠmean	 ﾠfor	 ﾠme	 ﾠto	 ﾠgive	 ﾠa	 ﾠvoice	 ﾠto	 ﾠthe	 ﾠunderdog?	 ﾠBut	 ﾠat	 ﾠthe	 ﾠ
same	 ﾠtime	 ﾠI’m	 ﾠnot	 ﾠreally	 ﾠgiving	 ﾠa	 ﾠvoice	 ﾠto	 ﾠthe	 ﾠunderdog,	 ﾠI’m	 ﾠgiving	 ﾠmy	 ﾠinterpretation.
37	 ﾠ
	 ﾠ
This	 ﾠcatches	 ﾠthe	 ﾠequivocal	 ﾠnature	 ﾠof	 ﾠGonzalez’s	 ﾠproject—perhaps	 ﾠof	 ﾠany	 ﾠproject	 ﾠthat	 ﾠplaces	 ﾠa	 ﾠ
relatively	 ﾠprivileged	 ﾠartworld	 ﾠinsider	 ﾠin	 ﾠan	 ﾠeconomic	 ﾠrelationship	 ﾠwith	 ﾠdisadvantaged	 ﾠpiece-ﾭ‐
workers.	 ﾠ
	 ﾠ A	 ﾠfurther	 ﾠcomplication	 ﾠarises	 ﾠfrom	 ﾠthe	 ﾠrecent	 ﾠadoption	 ﾠby	 ﾠthe	 ﾠmost	 ﾠprestigious,	 ﾠthough	 ﾠalso	 ﾠ
cupidous,	 ﾠinstitutional	 ﾠmembers	 ﾠof	 ﾠthe	 ﾠartworld—the	 ﾠleading	 ﾠauction	 ﾠhouses—of	 ﾠsales	 ﾠmethods	 ﾠ
previously	 ﾠconfined	 ﾠto	 ﾠthe	 ﾠmarketing	 ﾠof	 ﾠnon-ﾭ‐artworld	 ﾠart.	 ﾠAn	 ﾠexample	 ﾠis	 ﾠArtLink@Sotheby’s,	 ﾠthe	 ﾠ
auction	 ﾠhouse’s	 ﾠonline	 ﾠmarketing	 ﾠtool	 ﾠfor	 ﾠwork	 ﾠby	 ﾠemerging	 ﾠcontemporary	 ﾠartists.	 ﾠSix	 ﾠworks	 ﾠby	 ﾠ
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
http://www.shanghartgallery.com/galleryarchive/simpleWork.htm?workId=4272	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ
2011).	 ﾠ
33	 ﾠUlrike	 ﾠMünter,	 ﾠ‘Heimspiel’,	 ﾠChinesische	 ﾠGegewartskunst,	 ﾠAug.	 ﾠ9,	 ﾠ2009,	 ﾠwith	 ﾠtwo	 ﾠillustrations:	 ﾠ
http://www.chinesische-ﾭ‐gegenwartskunst.de/pages/ausstellungen/heimspiel-ﾭ‐shcontemporary.php	 ﾠ
(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
34	 ﾠSee	 ﾠthe	 ﾠL.A.	 ﾠGalerie	 ﾠ-ﾭ‐	 ﾠLothar	 ﾠAlbrecht	 ﾠwebsite:	 ﾠhttp://lagallery-ﾭ‐frankfurt.de/DingInvitationE.pdf	 ﾠ
(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011),	 ﾠand	 ﾠhttp://www.artnet.com/galleries/ArtFairs.asp?gid=636&cid=123643	 ﾠ
(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
35	 ﾠWinnie	 ﾠWon	 ﾠYin	 ﾠWong,	 ﾠ‘Framed	 ﾠAuthors:	 ﾠPhotography	 ﾠand	 ﾠConceptual	 ﾠArt	 ﾠfrom	 ﾠDafen	 ﾠVillage’,	 ﾠYishu:	 ﾠ
Journal	 ﾠof	 ﾠContemporary	 ﾠChinese	 ﾠArt	 ﾠ7,	 ﾠ4,	 ﾠ2008,	 ﾠp.	 ﾠ38.	 ﾠ
36	 ﾠExhibited	 ﾠat	 ﾠLufthansa	 ﾠStudios,	 ﾠDorchester,	 ﾠMassachusetts,	 ﾠ2011.	 ﾠ
37	 ﾠAndrea	 ﾠSherrill	 ﾠEvans,	 ﾠ‘John	 ﾠC.	 ﾠGonzalez’,	 ﾠTemporary	 ﾠLand	 ﾠBridge:	 ﾠA	 ﾠBlog	 ﾠof	 ﾠArtist	 ﾠInterviews,	 ﾠStudio	 ﾠ&	 ﾠ
Gallery	 ﾠVisits,	 ﾠMay	 ﾠ16,	 ﾠ2011:	 ﾠhttp://temporarylandbridge.com/	 ﾠ(accessed	 ﾠJune	 ﾠ8,	 ﾠ2011).	 ﾠWinnie	 ﾠWon	 ﾠYin	 ﾠ
Wong	 ﾠkindly	 ﾠdrew	 ﾠmy	 ﾠattention	 ﾠto	 ﾠthis	 ﾠwork	 ﾠby	 ﾠGonzalez.	 ﾠ	 ﾠ 10	 ﾠ
Julie	 ﾠAn,	 ﾠa	 ﾠKorean	 ﾠartist	 ﾠwho	 ﾠuses	 ﾠphotography,	 ﾠappear	 ﾠon	 ﾠArtLink@Sotheby’s.
38	 ﾠIn	 ﾠher	 ﾠwork,	 ﾠAn	 ﾠ
clearly	 ﾠresponds	 ﾠto	 ﾠthe	 ﾠartwork	 ﾠrole-ﾭ‐playing	 ﾠworks	 ﾠof	 ﾠthe	 ﾠlong-ﾭ‐established	 ﾠartists	 ﾠCindy	 ﾠSherman	 ﾠ
and	 ﾠMorimura	 ﾠYasumasa.	 ﾠIf	 ﾠwe	 ﾠselect	 ﾠthe	 ﾠArtLink	 ﾠpage	 ﾠfor	 ﾠAn’s	 ﾠOdalisque,	 ﾠwe	 ﾠlearn	 ﾠthat	 ﾠit	 ﾠexists	 ﾠ
in	 ﾠan	 ﾠedition	 ﾠof	 ﾠthree,	 ﾠand	 ﾠthat	 ﾠits	 ﾠstatus	 ﾠis	 ﾠ‘sold.’
39	 ﾠNo	 ﾠmatter,	 ﾠthough,	 ﾠfor	 ﾠwe	 ﾠcan	 ﾠclick	 ﾠon	 ﾠthe	 ﾠ
words	 ﾠ‘Buy	 ﾠa	 ﾠprint	 ﾠof	 ﾠthis	 ﾠartwork.’	 ﾠThis	 ﾠopens	 ﾠa	 ﾠlink	 ﾠto	 ﾠArt2Go:	 ﾠ‘Buy	 ﾠHigh-ﾭ‐End	 ﾠReproductions’.
40	 ﾠ
Just	 ﾠas	 ﾠon	 ﾠthe	 ﾠnon-ﾭ‐artworld	 ﾠcommercial	 ﾠreproduction	 ﾠsites,	 ﾠyou	 ﾠcan	 ﾠselect	 ﾠthe	 ﾠprint	 ﾠsize	 ﾠof	 ﾠyour	 ﾠ
choice.	 ﾠOnce	 ﾠagain,	 ﾠa	 ﾠsofa	 ﾠhelpfully	 ﾠgives	 ﾠyou	 ﾠa	 ﾠsense	 ﾠof	 ﾠscale.	 ﾠOne	 ﾠhas	 ﾠto	 ﾠthink	 ﾠquite	 ﾠhard	 ﾠ
before	 ﾠrealizing	 ﾠthat	 ﾠit	 ﾠis	 ﾠactually	 ﾠa	 ﾠlimitlessly	 ﾠproducible	 ﾠreproduction	 ﾠthat	 ﾠis	 ﾠon	 ﾠoffer.	 ﾠThe	 ﾠone	 ﾠ
distinction	 ﾠbetween	 ﾠthe	 ﾠreproductions	 ﾠfrom	 ﾠSotheby’s	 ﾠArt2Go	 ﾠand	 ﾠfrom	 ﾠDafen	 ﾠVillage	 ﾠis	 ﾠthat	 ﾠthe	 ﾠ
former	 ﾠare	 ﾠphotographic	 ﾠprints	 ﾠwhereas	 ﾠthe	 ﾠlatter	 ﾠare	 ﾠhand-ﾭ‐painted.	 ﾠ	 ﾠ
	 ﾠ Do	 ﾠall	 ﾠthese	 ﾠoverlaps	 ﾠand	 ﾠsimilarities	 ﾠsuggest	 ﾠthat	 ﾠdistinctions	 ﾠamong	 ﾠavant-ﾭ‐garde,	 ﾠ
traditional,	 ﾠand	 ﾠassembly-ﾭ‐line	 ﾠmass	 ﾠcommercial	 ﾠart	 ﾠin	 ﾠChina	 ﾠare	 ﾠbreaking	 ﾠdown,	 ﾠand	 ﾠalso	 ﾠ
between	 ﾠartworld	 ﾠart	 ﾠand	 ﾠnon-ﾭ‐artworld	 ﾠart	 ﾠmore	 ﾠbroadly?	 ﾠIn	 ﾠterms	 ﾠof	 ﾠproduction,	 ﾠthis	 ﾠwould	 ﾠ
not	 ﾠseem	 ﾠto	 ﾠbe	 ﾠthe	 ﾠcase.	 ﾠThere	 ﾠare	 ﾠstill	 ﾠsocial	 ﾠdistinctions	 ﾠbetween	 ﾠthe	 ﾠart	 ﾠof	 ﾠartists	 ﾠwho	 ﾠare	 ﾠ
educated	 ﾠin	 ﾠart	 ﾠschools,	 ﾠso	 ﾠcertified	 ﾠas	 ﾠartists,	 ﾠand	 ﾠartists	 ﾠwho	 ﾠwork	 ﾠpredominantly	 ﾠas	 ﾠartisans	 ﾠ
outside	 ﾠthis	 ﾠsystem.	 ﾠConsumption,	 ﾠthough,	 ﾠis	 ﾠanother	 ﾠmatter.	 ﾠDistinction	 ﾠdepends	 ﾠlargely	 ﾠon	 ﾠ
encounter	 ﾠwith	 ﾠactual	 ﾠworks	 ﾠin	 ﾠtheir	 ﾠunique,	 ﾠor	 ﾠat	 ﾠleast	 ﾠpeculiar,	 ﾠphysicality.	 ﾠWhen	 ﾠencounter	 ﾠis	 ﾠ
virtual,	 ﾠwith	 ﾠelectronic	 ﾠtokens	 ﾠof	 ﾠthe	 ﾠartwork	 ﾠimaginable	 ﾠin	 ﾠany	 ﾠconvenient	 ﾠsize	 ﾠin	 ﾠrelation	 ﾠto	 ﾠa	 ﾠ
sofa,	 ﾠthat	 ﾠdistinction	 ﾠis	 ﾠblurred.	 ﾠThe	 ﾠWorld	 ﾠWide	 ﾠWeb	 ﾠhas	 ﾠnot	 ﾠcreated	 ﾠthis	 ﾠphenomenon	 ﾠon	 ﾠits	 ﾠ
own,	 ﾠbut	 ﾠit	 ﾠhas	 ﾠcertainly	 ﾠaccelerated	 ﾠand	 ﾠstrengthened	 ﾠthe	 ﾠblurring	 ﾠeffect.	 ﾠ	 ﾠ
	 ﾠ All	 ﾠfour	 ﾠtypes	 ﾠof	 ﾠart	 ﾠbeing	 ﾠproduced	 ﾠin	 ﾠChina	 ﾠshare	 ﾠa	 ﾠcomplex	 ﾠof	 ﾠcharacteristics:	 ﾠimitation,	 ﾠ
emulation,	 ﾠand	 ﾠcopying.	 ﾠExamining	 ﾠhow	 ﾠthis	 ﾠis	 ﾠmanifested	 ﾠin	 ﾠa	 ﾠwide	 ﾠvariety	 ﾠof	 ﾠways	 ﾠis	 ﾠvital	 ﾠto	 ﾠ
understanding	 ﾠwhat	 ﾠis	 ﾠat	 ﾠstake	 ﾠaesthetically	 ﾠin	 ﾠChinese	 ﾠart	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠsupposed	 ﾠ
globalization	 ﾠof	 ﾠvalues.	 ﾠ	 ﾠ
	 ﾠ While	 ﾠcopying	 ﾠis	 ﾠnot	 ﾠan	 ﾠexclusively	 ﾠChinese	 ﾠphenomenon—copyists	 ﾠwork	 ﾠin	 ﾠVietnam,	 ﾠ
Thailand,	 ﾠand	 ﾠelsewhere—copying	 ﾠWestern	 ﾠart	 ﾠin	 ﾠChina	 ﾠgoes	 ﾠback	 ﾠto	 ﾠthe	 ﾠeighteenth	 ﾠcentury,	 ﾠ
and,	 ﾠas	 ﾠwe	 ﾠhave	 ﾠseen,	 ﾠwas	 ﾠdeveloped	 ﾠon	 ﾠa	 ﾠlarge	 ﾠworkshop	 ﾠscale	 ﾠby	 ﾠthose	 ﾠartists	 ﾠoperating	 ﾠin	 ﾠ
Canton	 ﾠunder	 ﾠthe	 ﾠname	 ﾠof	 ﾠLam	 ﾠQua	 ﾠfrom	 ﾠthe	 ﾠ1820s	 ﾠonwards.	 ﾠMuch	 ﾠChinese	 ﾠtraditional	 ﾠbrush	 ﾠ
painting	 ﾠpractice	 ﾠcentered	 ﾠon	 ﾠthe	 ﾠimitation	 ﾠand	 ﾠemulation	 ﾠby	 ﾠaspirant	 ﾠor	 ﾠeven	 ﾠhighly	 ﾠ
accomplished	 ﾠartists	 ﾠof	 ﾠworks	 ﾠby	 ﾠtheir	 ﾠrevered	 ﾠpredecessors,	 ﾠconstituting	 ﾠwhat	 ﾠXu	 ﾠBing	 ﾠhas	 ﾠ
termed	 ﾠa	 ﾠconversation	 ﾠbetween	 ﾠgenerations.	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠartists,	 ﾠmany	 ﾠof	 ﾠwhom	 ﾠhave	 ﾠ
turned	 ﾠtheir	 ﾠattention	 ﾠto	 ﾠthe	 ﾠart	 ﾠof	 ﾠthe	 ﾠWest—both	 ﾠearly	 ﾠEuropean	 ﾠmodernism	 ﾠemulated	 ﾠby	 ﾠ
their	 ﾠown	 ﾠpredecessors	 ﾠin	 ﾠthe	 ﾠfirst	 ﾠhalf	 ﾠof	 ﾠthe	 ﾠtwentieth	 ﾠcentury,	 ﾠand	 ﾠpredominantly	 ﾠAmerican	 ﾠ
high	 ﾠmodernism	 ﾠof	 ﾠthe	 ﾠ1950s,	 ﾠ‘60s,	 ﾠand	 ﾠbeyond—also	 ﾠemulate	 ﾠChinese	 ﾠtraditional	 ﾠart.	 ﾠIndeed,	 ﾠ
they	 ﾠare	 ﾠunder	 ﾠconsiderable	 ﾠunspoken	 ﾠpressure	 ﾠto	 ﾠdo	 ﾠso,	 ﾠboth	 ﾠin	 ﾠChina,	 ﾠand	 ﾠin	 ﾠthe	 ﾠWest.	 ﾠMuch	 ﾠ
Chinese	 ﾠavant-ﾭ‐garde	 ﾠart	 ﾠmaking	 ﾠoccurs	 ﾠas	 ﾠinstances	 ﾠof	 ﾠthe	 ﾠfulfillment	 ﾠof	 ﾠjust	 ﾠthis	 ﾠunarticulated	 ﾠ
expectation.	 ﾠThe	 ﾠconsequence	 ﾠis	 ﾠdouble-ﾭ‐edged:	 ﾠwithout	 ﾠdenying	 ﾠthat	 ﾠthe	 ﾠresults	 ﾠcan	 ﾠbe	 ﾠ
extremely	 ﾠrewarding	 ﾠin	 ﾠevery	 ﾠsense,	 ﾠthere	 ﾠare	 ﾠinhibitory	 ﾠconsequences	 ﾠto	 ﾠconforming—however	 ﾠ
unwittingly—to	 ﾠa	 ﾠstereotype.	 ﾠArtworld	 ﾠinstitutions	 ﾠno	 ﾠless	 ﾠthan	 ﾠnon-ﾭ‐artworld	 ﾠcommercial	 ﾠart	 ﾠ
enterprises	 ﾠfoster	 ﾠthis	 ﾠphenomenon,	 ﾠtermed	 ﾠby	 ﾠWinnie	 ﾠWon	 ﾠYin	 ﾠWong	 ﾠ‘staging’.	 ﾠThe	 ﾠnext	 ﾠ
section	 ﾠexamines	 ﾠhow	 ﾠthis	 ﾠworks	 ﾠin	 ﾠdetail	 ﾠby	 ﾠaddressing	 ﾠtwo	 ﾠrecent	 ﾠexhibitions.	 ﾠ
	 ﾠ
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38	 ﾠSee:	 ﾠhttp://www.artlink.com/iya/artist.asp?aid=598	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
39	 ﾠSee:	 ﾠhttp://www.artlink.com/iya/gallery.asp?wid=29	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
40	 ﾠSee:	 ﾠhttp://www.artlink.com/Ar2Go/sizes.asp?wid=29	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ	 ﾠ 11	 ﾠ
Between	 ﾠNovember,	 ﾠ2010	 ﾠand	 ﾠFebruary,	 ﾠ2011,	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠFine	 ﾠArts,	 ﾠBoston	 ﾠ(MFA)	 ﾠheld	 ﾠan	 ﾠ
ambitious	 ﾠand	 ﾠstriking	 ﾠexhibition,	 ﾠFresh	 ﾠInk:	 ﾠTen	 ﾠTakes	 ﾠon	 ﾠChinese	 ﾠTradition.	 ﾠThe	 ﾠmuseum	 ﾠ
website	 ﾠdescribes	 ﾠit	 ﾠas	 ﾠfollows:	 ﾠ
	 ﾠ
In	 ﾠthis	 ﾠgroundbreaking	 ﾠexhibition,	 ﾠcontemporary	 ﾠChinese	 ﾠink	 ﾠpainters	 ﾠengage	 ﾠin	 ﾠdialogue	 ﾠ
with	 ﾠclassical	 ﾠartworks	 ﾠfrom	 ﾠChina’s	 ﾠpast.	 ﾠAt	 ﾠthe	 ﾠcore	 ﾠof	 ﾠthis	 ﾠexhibition’s	 ﾠconcept	 ﾠis	 ﾠan	 ﾠartist-ﾭ‐
in-ﾭ‐residency	 ﾠprogram.	 ﾠLeading	 ﾠartists	 ﾠfrom	 ﾠChina	 ﾠand	 ﾠthe	 ﾠChinese	 ﾠdiaspora	 ﾠhave	 ﾠcome	 ﾠto	 ﾠ
Boston	 ﾠto	 ﾠstudy	 ﾠthe	 ﾠMFA’s	 ﾠsuperb	 ﾠcollection	 ﾠof	 ﾠChinese	 ﾠart,	 ﾠallowing	 ﾠthem	 ﾠto	 ﾠcreate	 ﾠnew	 ﾠ
works	 ﾠin	 ﾠdirect	 ﾠresponse	 ﾠto	 ﾠthe	 ﾠMuseum’s	 ﾠpermanent	 ﾠcollection.	 ﾠIn	 ﾠthe	 ﾠexhibition,	 ﾠthe	 ﾠnew	 ﾠ
works	 ﾠand	 ﾠthe	 ﾠmasterpieces	 ﾠthey	 ﾠrefer	 ﾠto	 ﾠwill	 ﾠbe	 ﾠjuxtaposed	 ﾠin	 ﾠthe	 ﾠnew	 ﾠGund	 ﾠGallery—the	 ﾠ




In	 ﾠ2006,	 ﾠten	 ﾠartists,	 ﾠall	 ﾠbut	 ﾠone	 ﾠdirectly	 ﾠor	 ﾠindirectly	 ﾠfrom	 ﾠChina,	 ﾠtook	 ﾠup	 ﾠresidencies	 ﾠat	 ﾠthe	 ﾠMFA.	 ﾠ
Each	 ﾠwas	 ﾠcharged	 ﾠspecifically	 ﾠwith	 ﾠexploring	 ﾠthe	 ﾠmuseum’s	 ﾠfine	 ﾠcollection	 ﾠof	 ﾠChinese	 ﾠart,	 ﾠ
choosing	 ﾠa	 ﾠwork	 ﾠfrom	 ﾠit,	 ﾠand	 ﾠthen	 ﾠproducing	 ﾠnew	 ﾠwork	 ﾠin	 ﾠresponse.	 ﾠThis	 ﾠproject	 ﾠwas	 ﾠthe	 ﾠ
brainchild	 ﾠof	 ﾠthe	 ﾠMFA’s	 ﾠcurator	 ﾠof	 ﾠChinese	 ﾠart,	 ﾠHao	 ﾠSheng.	 ﾠHao	 ﾠwas	 ﾠone	 ﾠof	 ﾠthe	 ﾠnew	 ﾠcohort	 ﾠof	 ﾠ
accomplished	 ﾠyoung	 ﾠart	 ﾠmuseum	 ﾠcurators	 ﾠfeatured	 ﾠin	 ﾠan	 ﾠarticle	 ﾠin	 ﾠthe	 ﾠNew	 ﾠYork	 ﾠTimes	 ﾠin	 ﾠMarch,	 ﾠ
2010.
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 ﾠHao	 ﾠis	 ﾠa	 ﾠnative	 ﾠof	 ﾠShanghai,	 ﾠbut	 ﾠwas	 ﾠeducated	 ﾠat	 ﾠthe	 ﾠCollege	 ﾠof	 ﾠWooster,	 ﾠOhio,	 ﾠwhere	 ﾠhe	 ﾠ
changed	 ﾠhis	 ﾠfield	 ﾠof	 ﾠstudy	 ﾠfrom	 ﾠphysics	 ﾠto	 ﾠstudio	 ﾠarts	 ﾠand	 ﾠart	 ﾠhistory.	 ﾠHe	 ﾠthen	 ﾠapprenticed	 ﾠto	 ﾠa	 ﾠ
master	 ﾠceramicist	 ﾠin	 ﾠJapan	 ﾠfor	 ﾠthree	 ﾠyears	 ﾠbefore	 ﾠreturning	 ﾠto	 ﾠthe	 ﾠUSA	 ﾠto	 ﾠbegin	 ﾠdoctoral	 ﾠstudies	 ﾠ
in	 ﾠChinese	 ﾠart	 ﾠhistory	 ﾠat	 ﾠHarvard	 ﾠUniversity.	 ﾠUnder	 ﾠ40	 ﾠyears	 ﾠold,	 ﾠhe	 ﾠwas	 ﾠappointed	 ﾠto	 ﾠthe	 ﾠ
curatorship	 ﾠat	 ﾠthe	 ﾠMFA	 ﾠeven	 ﾠbefore	 ﾠcompleting	 ﾠhis	 ﾠdissertation.	 ﾠ	 ﾠ
	 ﾠ All	 ﾠbut	 ﾠone	 ﾠof	 ﾠthe	 ﾠten	 ﾠartists	 ﾠfor	 ﾠwhom	 ﾠHao	 ﾠarranged	 ﾠresidencies	 ﾠchose	 ﾠChinese	 ﾠobjects	 ﾠwith	 ﾠ
which	 ﾠto	 ﾠenter	 ﾠinto	 ﾠdialogues.	 ﾠSix	 ﾠof	 ﾠthe	 ﾠten	 ﾠchose	 ﾠpainted	 ﾠhandscrolls	 ﾠdating	 ﾠfrom	 ﾠbetween	 ﾠthe	 ﾠ
eleventh	 ﾠand	 ﾠthe	 ﾠfifteenth	 ﾠcenturies:	 ﾠLiu	 ﾠXiadong,	 ﾠZeng	 ﾠXiaojun,	 ﾠLi	 ﾠHuayi,	 ﾠQiu	 ﾠTing,	 ﾠLi	 ﾠJin,	 ﾠand	 ﾠthe	 ﾠ
only	 ﾠwoman	 ﾠamong	 ﾠthe	 ﾠten,	 ﾠYu	 ﾠHong.	 ﾠOne—Qin	 ﾠFeng—chose	 ﾠa	 ﾠlate	 ﾠeleventh	 ﾠto	 ﾠearly	 ﾠtenth-ﾭ‐
century	 ﾠBC	 ﾠinscribed	 ﾠbronze	 ﾠceremonial	 ﾠwine	 ﾠvessel.	 ﾠLiu	 ﾠDan	 ﾠchose	 ﾠa	 ﾠYing	 ﾠlimestone	 ﾠscholar’s	 ﾠ
rock	 ﾠcollected	 ﾠin	 ﾠthe	 ﾠseventeenth-ﾭ‐century;	 ﾠwhile	 ﾠXu	 ﾠBing	 ﾠselected	 ﾠthe	 ﾠonly	 ﾠtwentieth-ﾭ‐century	 ﾠ
Chinese	 ﾠwork—the	 ﾠwoodblock	 ﾠprinted	 ﾠbook,	 ﾠthe	 ﾠMustard	 ﾠSeed	 ﾠGarden	 ﾠManual	 ﾠof	 ﾠPainting,	 ﾠ
published	 ﾠin	 ﾠ1923-ﾭ‐25,	 ﾠbut	 ﾠinitially	 ﾠpublished	 ﾠin	 ﾠ1679.	 ﾠ	 ﾠ
	 ﾠ The	 ﾠonly	 ﾠsurprise	 ﾠwas	 ﾠthe	 ﾠchoice	 ﾠof	 ﾠJackson	 ﾠPollock’s	 ﾠ1949	 ﾠpainting	 ﾠin	 ﾠoil,	 ﾠenamel,	 ﾠand	 ﾠ
aluminum	 ﾠpaint	 ﾠon	 ﾠcanvas,	 ﾠNumber	 ﾠ10.	 ﾠLong	 ﾠand	 ﾠnarrow,	 ﾠit	 ﾠwas	 ﾠdisplayed	 ﾠhorizontally,	 ﾠlike	 ﾠan	 ﾠ
unrolled	 ﾠChinese	 ﾠhandscroll,	 ﾠin	 ﾠthe	 ﾠsame	 ﾠorientation	 ﾠin	 ﾠwhich	 ﾠit	 ﾠhad	 ﾠoriginally	 ﾠbeen	 ﾠconceived	 ﾠ
and	 ﾠpainted	 ﾠin	 ﾠPollock’s	 ﾠthen	 ﾠinnovative	 ﾠdrip	 ﾠmanner.	 ﾠThis	 ﾠwas	 ﾠthe	 ﾠchoice	 ﾠof	 ﾠArnold	 ﾠChang,	 ﾠwho,	 ﾠ
perhaps	 ﾠnot	 ﾠcoincidentally,	 ﾠwas	 ﾠborn	 ﾠand	 ﾠraised	 ﾠin	 ﾠNew	 ﾠYork	 ﾠCity.	 ﾠWe	 ﾠshould	 ﾠbe	 ﾠsurprised	 ﾠthat	 ﾠ
this	 ﾠglaring	 ﾠexception	 ﾠshould	 ﾠbe	 ﾠa	 ﾠsurprise.	 ﾠHao’s	 ﾠassumption	 ﾠin	 ﾠcurating	 ﾠthe	 ﾠproject	 ﾠwas	 ﾠthat	 ﾠhis	 ﾠ
guests	 ﾠwould—indeed	 ﾠshould—work	 ﾠwith	 ﾠChinese	 ﾠmaterial.	 ﾠOnly	 ﾠChang	 ﾠtransgressed,	 ﾠproducing	 ﾠ
and	 ﾠexhibiting	 ﾠSecluded	 ﾠValley	 ﾠin	 ﾠthe	 ﾠCold	 ﾠMountains	 ﾠin	 ﾠresponse	 ﾠto	 ﾠthe	 ﾠPollock.	 ﾠIt	 ﾠis	 ﾠan	 ﾠink-ﾭ‐on-ﾭ‐
paper	 ﾠhandscroll	 ﾠresembling	 ﾠa	 ﾠtraditional	 ﾠChinese	 ﾠlandscape	 ﾠpainting.	 ﾠAs	 ﾠJoseph	 ﾠScheier-ﾭ‐Dolberg	 ﾠ
expresses	 ﾠit	 ﾠin	 ﾠthe	 ﾠexhibition	 ﾠcatalogue,	 ﾠ‘Chang	 ﾠis	 ﾠusing	 ﾠNumber	 ﾠ10	 ﾠto	 ﾠteach	 ﾠus	 ﾠhow	 ﾠto	 ﾠlook	 ﾠat	 ﾠ
Chinese	 ﾠpaintings,	 ﾠurging	 ﾠus	 ﾠto	 ﾠengage	 ﾠin	 ﾠthe	 ﾠintensive	 ﾠline-ﾭ‐by-ﾭ‐line	 ﾠexploration	 ﾠthat	 ﾠmarked	 ﾠhis	 ﾠ
own	 ﾠeducation	 ﾠand	 ﾠdefines	 ﾠhis	 ﾠpassion	 ﾠfor	 ﾠliterati	 ﾠlandscape’.
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41	 ﾠSee:	 ﾠhttp://www.mfa.org/exhibitions/fresh-ﾭ‐ink	 ﾠ(accessed	 ﾠJuly	 ﾠ27,	 ﾠ2011).	 ﾠ
42	 ﾠCarol	 ﾠVogel,	 ﾠ‘The	 ﾠNew	 ﾠGuard	 ﾠof	 ﾠCurators	 ﾠSteps	 ﾠUp’,	 ﾠNew	 ﾠYork	 ﾠTimes,	 ﾠMarch	 ﾠ13,	 ﾠ2010.	 ﾠ
43	 ﾠHao	 ﾠSheng,	 ﾠFresh	 ﾠInk:	 ﾠTen	 ﾠTakes	 ﾠon	 ﾠChinese	 ﾠTradition,	 ﾠwith	 ﾠessays	 ﾠby	 ﾠJoseph	 ﾠScheier-ﾭ‐Dolberg	 ﾠand	 ﾠYan	 ﾠ
Yang	 ﾠ(Boston:	 ﾠMuseum	 ﾠof	 ﾠFine	 ﾠArts,	 ﾠ2010),	 ﾠp.	 ﾠ55.	 ﾠ	 ﾠ	 ﾠ 12	 ﾠ
cosmopolitan	 ﾠchoice	 ﾠturns	 ﾠout—however	 ﾠinterestingly—to	 ﾠbe	 ﾠno	 ﾠless	 ﾠlocal	 ﾠin	 ﾠits	 ﾠfocus	 ﾠthan	 ﾠthat	 ﾠ
of	 ﾠthe	 ﾠother	 ﾠnine	 ﾠartists	 ﾠin	 ﾠthe	 ﾠexhibition.	 ﾠ	 ﾠ
	 ﾠ There	 ﾠis	 ﾠno	 ﾠescape,	 ﾠafter	 ﾠall,	 ﾠfrom	 ﾠa	 ﾠrelentless	 ﾠstaging	 ﾠof,	 ﾠemulation	 ﾠof,	 ﾠand	 ﾠdialogue	 ﾠwith,	 ﾠa	 ﾠ
purely	 ﾠlocal	 ﾠpast	 ﾠconceived	 ﾠof	 ﾠnot	 ﾠas	 ﾠproviding	 ﾠmaterial	 ﾠto	 ﾠbe	 ﾠequaled	 ﾠand	 ﾠexcelled	 ﾠin	 ﾠa	 ﾠ
competition	 ﾠwith	 ﾠpredecessors	 ﾠwhile	 ﾠstriving	 ﾠfor	 ﾠoriginality	 ﾠand	 ﾠachieving	 ﾠprogress,	 ﾠas	 ﾠthe	 ﾠ
modern	 ﾠWestern	 ﾠideology	 ﾠof	 ﾠart	 ﾠmaking	 ﾠhas	 ﾠit.	 ﾠRather,	 ﾠwith	 ﾠtheir	 ﾠcontributions	 ﾠthese	 ﾠ
contemporary	 ﾠartists	 ﾠadd	 ﾠto	 ﾠan	 ﾠincrementally	 ﾠformed	 ﾠpermanent	 ﾠpresent	 ﾠof	 ﾠworks	 ﾠthey	 ﾠcan	 ﾠ
never,	 ﾠin	 ﾠany	 ﾠsense,	 ﾠsupersede.	 ﾠThis	 ﾠis	 ﾠso	 ﾠeven	 ﾠwhen	 ﾠthey	 ﾠrepresent	 ﾠunmistakable	 ﾠ
contemporaneity,	 ﾠeven	 ﾠAmerican—specifically	 ﾠBostonian—contemporaneity,	 ﾠas	 ﾠin	 ﾠLi	 ﾠJin’s	 ﾠ
Reminiscence	 ﾠto	 ﾠAntiquity,	 ﾠ1-ﾭ‐7	 ﾠ(ink	 ﾠand	 ﾠcolor	 ﾠon	 ﾠpaper,	 ﾠ21	 ﾠalbum	 ﾠleaves	 ﾠon	 ﾠseven	 ﾠhanging	 ﾠ
scrolls)	 ﾠin	 ﾠwhich	 ﾠa	 ﾠfigure	 ﾠwears	 ﾠa	 ﾠBoston	 ﾠRed	 ﾠSox	 ﾠbaseball	 ﾠcap.	 ﾠYet	 ﾠeven	 ﾠhere,	 ﾠstaging	 ﾠemulation	 ﾠ
takes	 ﾠprecedence	 ﾠover	 ﾠcultural	 ﾠtranslation.	 ﾠ
	 ﾠ In	 ﾠhis	 ﾠown	 ﾠwork	 ﾠof	 ﾠcopying	 ﾠfor	 ﾠthe	 ﾠMFA	 ﾠexhibition,	 ﾠMustard	 ﾠSeed	 ﾠGarden	 ﾠLandscape	 ﾠScroll	 ﾠ
(2008-ﾭ‐10),	 ﾠXu	 ﾠBing	 ﾠdeconstructs	 ﾠrather	 ﾠthan	 ﾠsimply	 ﾠconforms	 ﾠto	 ﾠthe	 ﾠartifice	 ﾠand	 ﾠconventions	 ﾠof	 ﾠ
traditional	 ﾠChinese	 ﾠpainting.	 ﾠWhen	 ﾠit	 ﾠwas	 ﾠfirst	 ﾠpublished	 ﾠin	 ﾠ1679,	 ﾠthe	 ﾠMustard	 ﾠSeed	 ﾠGarden	 ﾠ
Manual	 ﾠof	 ﾠPainting	 ﾠmade	 ﾠwidely	 ﾠavailable	 ﾠthrough	 ﾠwoodblock	 ﾠprinting	 ﾠthe	 ﾠparticular	 ﾠmanners	 ﾠof	 ﾠ
representing	 ﾠindividual	 ﾠmotifs	 ﾠassociated	 ﾠwith	 ﾠgreat	 ﾠpainters.	 ﾠThese	 ﾠwere	 ﾠthe	 ﾠways	 ﾠof	 ﾠ
representing	 ﾠhuman	 ﾠfigures,	 ﾠtrees,	 ﾠmountains,	 ﾠand	 ﾠall	 ﾠother	 ﾠconstituents	 ﾠof	 ﾠlandscape	 ﾠpaintings	 ﾠ
that	 ﾠartists	 ﾠwere	 ﾠto	 ﾠcopy	 ﾠand	 ﾠincorporate	 ﾠfittingly	 ﾠinto	 ﾠtheir	 ﾠown	 ﾠworks.	 ﾠBecause	 ﾠthe	 ﾠmanual	 ﾠwas	 ﾠ
continuously	 ﾠin	 ﾠprint,	 ﾠits	 ﾠcodified	 ﾠpictorial	 ﾠformulae	 ﾠheld	 ﾠsway	 ﾠfor	 ﾠsome	 ﾠthree	 ﾠhundred	 ﾠyears.	 ﾠXu	 ﾠ
reproduced	 ﾠindividual	 ﾠmotifs,	 ﾠarranged	 ﾠthem	 ﾠin	 ﾠhis	 ﾠown	 ﾠlong	 ﾠhandscroll	 ﾠlandscape	 ﾠcomposition	 ﾠ
without	 ﾠconcealing	 ﾠthe	 ﾠjoins,	 ﾠor	 ﾠobserving	 ﾠthe	 ﾠdecorum	 ﾠthat	 ﾠgoverned	 ﾠthe	 ﾠproper	 ﾠchoice	 ﾠand	 ﾠ
combination	 ﾠof	 ﾠmotifs.	 ﾠWhat	 ﾠis	 ﾠmore,	 ﾠhis	 ﾠhandscroll	 ﾠis	 ﾠnot	 ﾠpainted,	 ﾠbut	 ﾠrather	 ﾠprinted	 ﾠfrom	 ﾠ
woodblocks,	 ﾠlike	 ﾠthe	 ﾠmanual,	 ﾠthereby	 ﾠtransgressing	 ﾠpropriety	 ﾠyet	 ﾠfurther.	 ﾠLike	 ﾠA	 ﾠBook	 ﾠfrom	 ﾠthe	 ﾠ
Sky,	 ﾠwith	 ﾠits	 ﾠsubtly	 ﾠoutrageous	 ﾠ‘false’	 ﾠand	 ﾠliterally	 ﾠmeaningless	 ﾠhost	 ﾠof	 ﾠcharacters,	 ﾠXu	 ﾠoverturns	 ﾠ
Chinese	 ﾠconventions	 ﾠeven	 ﾠwhile	 ﾠseeming	 ﾠto	 ﾠobserve	 ﾠthem	 ﾠby	 ﾠmeans	 ﾠof	 ﾠproducing	 ﾠan	 ﾠartwork	 ﾠ
that	 ﾠflies	 ﾠin	 ﾠthe	 ﾠface	 ﾠof	 ﾠtraditional	 ﾠtaste	 ﾠwhile	 ﾠusing	 ﾠits	 ﾠvery	 ﾠingredients.	 ﾠYet	 ﾠlike	 ﾠall	 ﾠworlds	 ﾠturned	 ﾠ
upside	 ﾠdown,	 ﾠthis	 ﾠapparently	 ﾠsubversive	 ﾠgesture	 ﾠis	 ﾠultimately	 ﾠconfirmatory	 ﾠof	 ﾠtraditional	 ﾠvalues,	 ﾠ
for	 ﾠit	 ﾠoverturns	 ﾠmerely,	 ﾠrather	 ﾠthan	 ﾠproposes	 ﾠan	 ﾠalternative.	 ﾠ	 ﾠ
	 ﾠ One	 ﾠcan	 ﾠsay	 ﾠthe	 ﾠsame	 ﾠof	 ﾠanother	 ﾠproject	 ﾠby	 ﾠXu	 ﾠBing.	 ﾠIt,	 ﾠtoo,	 ﾠis	 ﾠa	 ﾠstaging	 ﾠof	 ﾠartists’,	 ﾠcurators’	 ﾠ
and	 ﾠcritics’	 ﾠmost	 ﾠprofound	 ﾠexpectations	 ﾠabout	 ﾠthe	 ﾠimitative	 ﾠand	 ﾠemulative	 ﾠcharacter	 ﾠof	 ﾠChinese	 ﾠ
art,	 ﾠwhether	 ﾠModernist,	 ﾠavant-ﾭ‐garde,	 ﾠtraditional,	 ﾠor	 ﾠmass	 ﾠcommercial.	 ﾠThose	 ﾠwho	 ﾠentered	 ﾠthe	 ﾠ
British	 ﾠMuseum	 ﾠbetween	 ﾠMay	 ﾠ12	 ﾠand	 ﾠJuly	 ﾠ10,	 ﾠ2011,	 ﾠand	 ﾠturned	 ﾠright	 ﾠimmediately	 ﾠtowards	 ﾠ
Room	 ﾠ3,	 ﾠsaw	 ﾠagainst	 ﾠthe	 ﾠdeep	 ﾠblue	 ﾠbackground	 ﾠof	 ﾠthe	 ﾠgallery	 ﾠwalls,	 ﾠa	 ﾠfreestanding,	 ﾠsixteen-ﾭ‐foot-ﾭ‐
high	 ﾠscreen	 ﾠsupporting	 ﾠa	 ﾠChinese	 ﾠlandscape.
44	 ﾠThe	 ﾠimage	 ﾠof	 ﾠsteeply	 ﾠreceding	 ﾠmountains,	 ﾠforest,	 ﾠ
and	 ﾠriver	 ﾠhad	 ﾠthe	 ﾠappearance	 ﾠof	 ﾠa	 ﾠmonochrome	 ﾠbrush-ﾭ‐and-ﾭ‐ink	 ﾠdrawing,	 ﾠa	 ﾠmonumental	 ﾠhanging	 ﾠ
scroll.	 ﾠThe	 ﾠsurface	 ﾠwas	 ﾠbacklit,	 ﾠso	 ﾠthe	 ﾠlandscape	 ﾠseemed	 ﾠpainted	 ﾠnot	 ﾠon	 ﾠthe	 ﾠside	 ﾠfacing	 ﾠthe	 ﾠ
viewer,	 ﾠbut	 ﾠon	 ﾠthe	 ﾠreverse	 ﾠof	 ﾠthe	 ﾠtranslucent	 ﾠscreen.	 ﾠOn	 ﾠthe	 ﾠleft	 ﾠwas	 ﾠa	 ﾠsmaller	 ﾠhanging	 ﾠscroll	 ﾠ
with	 ﾠan	 ﾠidentical	 ﾠlandscape	 ﾠcomposition.	 ﾠA	 ﾠlabel	 ﾠstated	 ﾠthat	 ﾠthe	 ﾠscholar-ﾭ‐artist	 ﾠWang	 ﾠShimin	 ﾠhad	 ﾠ
	 ﾠ	 ﾠ	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 ﾠ	 ﾠ	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44	 ﾠThe	 ﾠaccount	 ﾠthat	 ﾠfollows	 ﾠis	 ﾠadapted	 ﾠfrom	 ﾠmy	 ﾠreview	 ﾠof	 ﾠXu	 ﾠBing,	 ﾠBackground	 ﾠStory	 ﾠ7	 ﾠin	 ﾠartUS	 ﾠ
(forthcoming).	 ﾠSee	 ﾠalso	 ﾠthe	 ﾠpress	 ﾠrelease	 ﾠat	 ﾠ
http://www.britishmuseum.org/the_museum/news_and_press/press_releases/2011/xu_bing_at_the_bri
tish_museum.aspx	 ﾠ(accessed	 ﾠJuly	 ﾠ10,	 ﾠ2011).	 ﾠI	 ﾠam	 ﾠalso	 ﾠgrateful	 ﾠto	 ﾠNeil	 ﾠMacGregor	 ﾠ(director	 ﾠof	 ﾠthe	 ﾠBritish	 ﾠ
Museum),	 ﾠand	 ﾠthe	 ﾠcurator	 ﾠresponsible	 ﾠfor	 ﾠthe	 ﾠexhibition,	 ﾠJan	 ﾠStuart	 ﾠ(keeper	 ﾠof	 ﾠthe	 ﾠDepartment	 ﾠof	 ﾠAsia,	 ﾠ
British	 ﾠMuseum)	 ﾠfor	 ﾠcomments	 ﾠexpressed	 ﾠin	 ﾠemail	 ﾠcorrespondence.	 ﾠ	 ﾠ 13	 ﾠ
painted	 ﾠit	 ﾠin	 ﾠ1654.
45	 ﾠWhy	 ﾠhad	 ﾠXu	 ﾠBing	 ﾠreproduced	 ﾠit?	 ﾠWas	 ﾠhe	 ﾠno	 ﾠmore	 ﾠthan	 ﾠstaging	 ﾠthe	 ﾠChinese	 ﾠ
propensity	 ﾠto	 ﾠimitate,	 ﾠemulate,	 ﾠor	 ﾠeven	 ﾠsimply	 ﾠcopy?	 ﾠ
	 ﾠ Those	 ﾠwho	 ﾠventured	 ﾠround	 ﾠthe	 ﾠback	 ﾠdiscovered	 ﾠthe	 ﾠartifice.	 ﾠThe	 ﾠlight-ﾭ‐box,	 ﾠopen	 ﾠat	 ﾠthe	 ﾠrear,	 ﾠ
was	 ﾠedged	 ﾠwith	 ﾠfluorescent	 ﾠtubes.	 ﾠA	 ﾠjumble	 ﾠof	 ﾠbranches,	 ﾠleaves,	 ﾠtwigs,	 ﾠand	 ﾠteased	 ﾠhemp	 ﾠfiber	 ﾠ
was	 ﾠstuck	 ﾠto	 ﾠthe	 ﾠscreen	 ﾠwith	 ﾠScotch	 ﾠtape.	 ﾠSimilar,	 ﾠlocally	 ﾠgathered	 ﾠmaterial,	 ﾠtogether	 ﾠwith	 ﾠstubs	 ﾠ
of	 ﾠcolored	 ﾠchalk	 ﾠand	 ﾠrolls	 ﾠof	 ﾠtape,	 ﾠlittered	 ﾠthe	 ﾠinside	 ﾠof	 ﾠthe	 ﾠbottom	 ﾠof	 ﾠthe	 ﾠlight-ﾭ‐box.	 ﾠOn	 ﾠreturning	 ﾠ
to	 ﾠthe	 ﾠfront,	 ﾠthe	 ﾠviewer	 ﾠcould	 ﾠdisbelievingly	 ﾠcorrelate	 ﾠthe	 ﾠshriveled	 ﾠvegetation	 ﾠstuck	 ﾠto	 ﾠthe	 ﾠ
screen	 ﾠwith	 ﾠthe	 ﾠexquisite	 ﾠimage	 ﾠon	 ﾠthe	 ﾠfront.	 ﾠXu	 ﾠhad	 ﾠrecreated	 ﾠWang’s	 ﾠlandscape	 ﾠnot	 ﾠin	 ﾠink,	 ﾠbut	 ﾠ
with	 ﾠthe	 ﾠshadows	 ﾠcast	 ﾠby	 ﾠvegetable	 ﾠfragments	 ﾠstuck	 ﾠto	 ﾠthe	 ﾠback	 ﾠof	 ﾠfrosted	 ﾠacrylic.	 ﾠWhere	 ﾠtwigs	 ﾠ
and	 ﾠleaves	 ﾠstood	 ﾠout	 ﾠslightly	 ﾠfrom	 ﾠthe	 ﾠsurface,	 ﾠthe	 ﾠshadows	 ﾠlost	 ﾠdepth,	 ﾠdarkness,	 ﾠand	 ﾠclarity.	 ﾠ
Their	 ﾠpenumbrae	 ﾠimitated	 ﾠthe	 ﾠdelicate	 ﾠwash	 ﾠof	 ﾠdiluted	 ﾠink.	 ﾠThe	 ﾠillusion	 ﾠwas	 ﾠintense.	 ﾠXu	 ﾠhad	 ﾠnot	 ﾠ
merely	 ﾠengaged	 ﾠin	 ﾠa	 ﾠstandard	 ﾠform	 ﾠof	 ﾠcopying	 ﾠor	 ﾠeven	 ﾠof	 ﾠemulation.	 ﾠRather,	 ﾠhe	 ﾠhad	 ﾠcreated	 ﾠa	 ﾠ
contemporary	 ﾠtrompe	 ﾠl’oeil	 ﾠthat	 ﾠexamines	 ﾠthe	 ﾠconditions	 ﾠof	 ﾠrepresentation	 ﾠin	 ﾠthe	 ﾠChinese	 ﾠ
tradition,	 ﾠyet	 ﾠparticipates	 ﾠfully	 ﾠin	 ﾠcontemporary	 ﾠWestern	 ﾠself-ﾭ‐reflectivity.	 ﾠ	 ﾠ
	 ﾠ This	 ﾠis	 ﾠa	 ﾠwork	 ﾠof	 ﾠmultiple	 ﾠresonances.	 ﾠWhat	 ﾠare	 ﾠWang’s	 ﾠink	 ﾠand	 ﾠpaper	 ﾠbut	 ﾠproducts	 ﾠderived	 ﾠ
from	 ﾠthe	 ﾠvegetable	 ﾠworld,	 ﾠlike	 ﾠXu’s,	 ﾠonly	 ﾠmore	 ﾠthoroughly	 ﾠprocessed	 ﾠand	 ﾠrefined?	 ﾠNot	 ﾠbefore	 ﾠ
viewers	 ﾠhad	 ﾠentered	 ﾠthe	 ﾠzone	 ﾠof	 ﾠdirect	 ﾠlight	 ﾠbehind	 ﾠthe	 ﾠscreen	 ﾠwere	 ﾠthey	 ﾠliterally	 ﾠenlightened.	 ﾠIn	 ﾠ
front	 ﾠof	 ﾠit,	 ﾠthe	 ﾠviewer	 ﾠoccupied	 ﾠthe	 ﾠChinese	 ﾠequivalent	 ﾠof	 ﾠPlato’s	 ﾠCave,	 ﾠcontemplating	 ﾠthe	 ﾠ
illusion	 ﾠof	 ﾠa	 ﾠshadow	 ﾠworld	 ﾠtaken	 ﾠto	 ﾠbe	 ﾠa	 ﾠreal	 ﾠpainted	 ﾠrepresentation;	 ﾠyet	 ﾠbehind	 ﾠit	 ﾠone	 ﾠcould	 ﾠsee	 ﾠ
that	 ﾠthis	 ﾠapparent	 ﾠreality	 ﾠcomprised	 ﾠshriveled	 ﾠremnants	 ﾠof	 ﾠactuality.	 ﾠ
	 ﾠ Background	 ﾠStory	 ﾠ7	 ﾠwas	 ﾠthe	 ﾠlatest	 ﾠin	 ﾠXu’s	 ﾠseries	 ﾠof	 ﾠscroll	 ﾠrecreations	 ﾠusing	 ﾠlight-ﾭ‐and-ﾭ‐shadow	 ﾠ
boxes,	 ﾠhis	 ﾠfirst	 ﾠin	 ﾠvertical	 ﾠformat.	 ﾠThe	 ﾠproject	 ﾠconformed	 ﾠto,	 ﾠyet	 ﾠextended,	 ﾠa	 ﾠpeculiarly	 ﾠChinese	 ﾠ
procedure	 ﾠof	 ﾠimitation,	 ﾠemulation,	 ﾠand	 ﾠconversation	 ﾠwith	 ﾠolder	 ﾠart.	 ﾠIn	 ﾠhis	 ﾠ1654	 ﾠhanging	 ﾠscroll	 ﾠ
landscape,	 ﾠWang	 ﾠShimin	 ﾠhad	 ﾠimitated,	 ﾠemulated,	 ﾠand	 ﾠconversed	 ﾠwith	 ﾠscroll	 ﾠpaintings	 ﾠby	 ﾠHuang	 ﾠ
Gongwang,	 ﾠhis	 ﾠpredecessor	 ﾠby	 ﾠthree	 ﾠhundred	 ﾠyears.	 ﾠVice-ﾭ‐president	 ﾠof	 ﾠthe	 ﾠChina	 ﾠCentral	 ﾠ
Academy	 ﾠof	 ﾠFine	 ﾠArts,	 ﾠBeijing,	 ﾠXu	 ﾠis	 ﾠa	 ﾠgovernment	 ﾠofficial,	 ﾠas	 ﾠwas	 ﾠWang	 ﾠover	 ﾠthree	 ﾠhundred	 ﾠ
years	 ﾠpreviously.	 ﾠAs	 ﾠsuch,	 ﾠXu	 ﾠis	 ﾠsurely	 ﾠaware	 ﾠthat	 ﾠthe	 ﾠdetritus	 ﾠof	 ﾠreality	 ﾠonly	 ﾠfinds	 ﾠits	 ﾠ
representational	 ﾠperfection	 ﾠin	 ﾠthe	 ﾠcontrivance	 ﾠof	 ﾠshadows	 ﾠto	 ﾠmaintain	 ﾠillusions.	 ﾠIn	 ﾠBackground	 ﾠ
Story	 ﾠ7,	 ﾠas	 ﾠin	 ﾠearlier	 ﾠworks	 ﾠin	 ﾠthis	 ﾠseries	 ﾠexecuted	 ﾠin	 ﾠChina,	 ﾠKorea,	 ﾠGermany,	 ﾠand	 ﾠthe	 ﾠUSA,	 ﾠXu	 ﾠ
exposed	 ﾠthe	 ﾠillusion	 ﾠof	 ﾠperfection	 ﾠto	 ﾠbe	 ﾠthe	 ﾠskillfully	 ﾠimprovised	 ﾠmanipulation	 ﾠof	 ﾠmessy	 ﾠreality.	 ﾠ




I	 ﾠhave	 ﾠonly	 ﾠbeen	 ﾠable	 ﾠto	 ﾠlook	 ﾠat	 ﾠa	 ﾠfew	 ﾠexamples	 ﾠof	 ﾠthe	 ﾠstaging	 ﾠof	 ﾠChineseness	 ﾠin	 ﾠsome	 ﾠChinese	 ﾠ
avant-ﾭ‐garde	 ﾠart	 ﾠpractice,	 ﾠyet	 ﾠit	 ﾠoccurs	 ﾠin	 ﾠall	 ﾠfour	 ﾠtypes	 ﾠof	 ﾠart	 ﾠpractice	 ﾠcurrent	 ﾠin	 ﾠChina.	 ﾠI	 ﾠwant	 ﾠto	 ﾠ
be	 ﾠclear,	 ﾠthough,	 ﾠthat	 ﾠcurrent	 ﾠChinese	 ﾠart	 ﾠpractice	 ﾠcannot	 ﾠsimply	 ﾠbe	 ﾠreduced	 ﾠto	 ﾠmatters	 ﾠof	 ﾠ
staging	 ﾠChineseness	 ﾠor	 ﾠstaging	 ﾠemulation.	 ﾠOverturning,	 ﾠparodying,	 ﾠcontesting,	 ﾠrevising,	 ﾠand	 ﾠ
translating	 ﾠvarious	 ﾠconventions	 ﾠof	 ﾠChinese	 ﾠart	 ﾠand	 ﾠexpectations	 ﾠabout	 ﾠit	 ﾠare	 ﾠamong	 ﾠthe	 ﾠpractices	 ﾠ
open	 ﾠto	 ﾠcontemporary	 ﾠChinese	 ﾠartists,	 ﾠthough	 ﾠnone	 ﾠof	 ﾠthese	 ﾠnecessarily	 ﾠprecludes	 ﾠsuch	 ﾠ
	 ﾠ	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 ﾠ	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45	 ﾠWang	 ﾠShimin	 ﾠ(1592-ﾭ‐1680),	 ﾠHanging	 ﾠScroll:	 ﾠMountain	 ﾠwith	 ﾠRiver,	 ﾠBridge,	 ﾠand	 ﾠBuilding,	 ﾠink	 ﾠon	 ﾠpaper,	 ﾠ
1960,1008,0.1,	 ﾠBritish	 ﾠMuseum,	 ﾠLondon;	 ﾠcollection	 ﾠdatabase	 ﾠentry:	 ﾠ
http://www.britishmuseum.org/research/search_the_collection_database/search_object_details.aspx?cu
rrentpage=1&titlesubject=on&toadbc=ad&objectid=269752&orig=%2fresearch%2fsearch_the_collection_
database.aspx&partid=1&searchtext=Wang+Shimin&fromadbc=ad&numpages=10	 ﾠ(accessed	 ﾠSeptember	 ﾠ
29,	 ﾠ2011).	 ﾠ	 ﾠ 14	 ﾠ
staging.
46	 ﾠIndeed,	 ﾠstaging	 ﾠof	 ﾠthe	 ﾠkind	 ﾠI	 ﾠhave	 ﾠtried	 ﾠto	 ﾠidentify	 ﾠis	 ﾠabsent	 ﾠonly	 ﾠinfrequently.	 ﾠWhat	 ﾠ
are	 ﾠthe	 ﾠlarger	 ﾠaesthetic	 ﾠconsequences	 ﾠof	 ﾠthis	 ﾠstaging	 ﾠof	 ﾠChineseness	 ﾠin	 ﾠrelation	 ﾠto	 ﾠthe	 ﾠ
production	 ﾠand	 ﾠreception	 ﾠof	 ﾠChinese	 ﾠart	 ﾠin	 ﾠthe	 ﾠwider	 ﾠworld?	 ﾠWhile	 ﾠa	 ﾠpartly	 ﾠhomogenized,	 ﾠ
cosmopolitan	 ﾠartworld	 ﾠcontinues	 ﾠto	 ﾠfunction,	 ﾠchurning	 ﾠhuge	 ﾠsums	 ﾠof	 ﾠmoney	 ﾠand	 ﾠsending	 ﾠ
artworld	 ﾠart	 ﾠto	 ﾠnew	 ﾠcenters	 ﾠof	 ﾠvastly	 ﾠunevenly	 ﾠdistributed	 ﾠwealth,	 ﾠsuch	 ﾠas	 ﾠChina,	 ﾠit	 ﾠdoes	 ﾠso	 ﾠin	 ﾠ
part	 ﾠon	 ﾠthe	 ﾠbasis	 ﾠof	 ﾠmisapprehension	 ﾠafter	 ﾠmisapprehension,	 ﾠas	 ﾠparticipants	 ﾠof	 ﾠall	 ﾠkinds	 ﾠtend	 ﾠto	 ﾠ
see	 ﾠwhat	 ﾠthey	 ﾠwant	 ﾠto	 ﾠsee	 ﾠin	 ﾠthe	 ﾠwork,	 ﾠand	 ﾠnothing	 ﾠmore.	 ﾠWhile	 ﾠChinese	 ﾠavant-ﾭ‐garde	 ﾠart	 ﾠ
functions	 ﾠperfectly	 ﾠwell	 ﾠby	 ﾠconforming	 ﾠto	 ﾠWestern	 ﾠartworld	 ﾠstandards—physically,	 ﾠconceptually,	 ﾠ
thematically—it	 ﾠalso	 ﾠengages	 ﾠwith	 ﾠforms	 ﾠand	 ﾠissues	 ﾠpeculiar	 ﾠto	 ﾠits	 ﾠlocal	 ﾠcircumstances	 ﾠthat	 ﾠcan	 ﾠ
remain	 ﾠopaque	 ﾠto	 ﾠcultural	 ﾠoutsiders.	 ﾠMeanwhile,	 ﾠand	 ﾠmore	 ﾠobviously,	 ﾠrevived	 ﾠtraditional	 ﾠart	 ﾠin	 ﾠ
China	 ﾠand	 ﾠelsewhere	 ﾠcontinues	 ﾠto	 ﾠrequire	 ﾠexplicit	 ﾠcultural	 ﾠtranslation	 ﾠif	 ﾠit	 ﾠis	 ﾠto	 ﾠtravel	 ﾠat	 ﾠall.	 ﾠFew	 ﾠ
concerned	 ﾠwith	 ﾠglobalized	 ﾠcontemporary	 ﾠartworld	 ﾠart	 ﾠpay	 ﾠrevived	 ﾠtraditional	 ﾠChinese	 ﾠart	 ﾠany	 ﾠ
mind,	 ﾠunless	 ﾠit	 ﾠis	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠvoracious	 ﾠexpropriation	 ﾠon	 ﾠartworld	 ﾠterms.	 ﾠAll	 ﾠfour	 ﾠtypes	 ﾠof	 ﾠart	 ﾠ
produced	 ﾠtoday	 ﾠin	 ﾠChina—	 ﾠModernist,	 ﾠavant-ﾭ‐garde,	 ﾠtraditional,	 ﾠand	 ﾠmass	 ﾠcommercial—are	 ﾠ
shaped	 ﾠat	 ﾠtheir	 ﾠmost	 ﾠfundamental	 ﾠlevel	 ﾠby	 ﾠa	 ﾠset	 ﾠof	 ﾠexpectations	 ﾠshared	 ﾠby	 ﾠartists	 ﾠand	 ﾠall	 ﾠother	 ﾠ
concerned	 ﾠpeople	 ﾠin	 ﾠthe	 ﾠartworld	 ﾠand	 ﾠbeyond	 ﾠregarding	 ﾠthe	 ﾠrequirement	 ﾠof	 ﾠChinese	 ﾠart	 ﾠto	 ﾠstage	 ﾠ
Chineseness	 ﾠin	 ﾠways	 ﾠboth	 ﾠpredictable	 ﾠand	 ﾠunpredictable.	 ﾠThis	 ﾠis	 ﾠthe	 ﾠfundamental	 ﾠrole	 ﾠthat	 ﾠmost	 ﾠ
participants	 ﾠin	 ﾠthe	 ﾠartworld	 ﾠand	 ﾠthe	 ﾠlarger	 ﾠcommercial	 ﾠworld	 ﾠexpect	 ﾠof	 ﾠChinese	 ﾠart	 ﾠof	 ﾠwhatever	 ﾠ
type.	 ﾠ	 ﾠ
	 ﾠ In	 ﾠthe	 ﾠlight	 ﾠof	 ﾠthis	 ﾠobservation,	 ﾠI	 ﾠreturn	 ﾠto	 ﾠthe	 ﾠfundamental	 ﾠquestion	 ﾠposed	 ﾠearlier:	 ﾠAre	 ﾠwe	 ﾠ
to	 ﾠhave	 ﾠa	 ﾠsingle,	 ﾠvaried	 ﾠbut	 ﾠcoherent	 ﾠgoverning	 ﾠset	 ﾠof	 ﾠvalues—including	 ﾠaesthetic	 ﾠvalues—in	 ﾠthe	 ﾠ
artworld?	 ﾠWhile	 ﾠwe	 ﾠshould	 ﾠnot	 ﾠunderestimate	 ﾠthe	 ﾠpower	 ﾠof	 ﾠfinancial	 ﾠinterests	 ﾠto	 ﾠpush	 ﾠthe	 ﾠ
artworld	 ﾠin	 ﾠa	 ﾠglobalizing,	 ﾠhomogenizing	 ﾠdirection,	 ﾠreinforcing	 ﾠstereotypes	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠChinese	 ﾠ
staging	 ﾠof	 ﾠimitation	 ﾠand	 ﾠemulation,	 ﾠI	 ﾠsee	 ﾠa	 ﾠproliferation	 ﾠof	 ﾠvariety	 ﾠof	 ﾠvalues	 ﾠas	 ﾠunavoidable	 ﾠwhile	 ﾠ
contemporary	 ﾠartworld	 ﾠpractitioners	 ﾠcontinue	 ﾠto	 ﾠintroduce	 ﾠlocal	 ﾠconcerns	 ﾠboth	 ﾠwittingly	 ﾠand	 ﾠ
unwittingly.	 ﾠI	 ﾠalso	 ﾠsee	 ﾠthe	 ﾠself-ﾭ‐claimed	 ﾠhigh	 ﾠstatus	 ﾠof	 ﾠartworld	 ﾠart	 ﾠbeing	 ﾠprogressively	 ﾠchallenged	 ﾠ
by	 ﾠthe	 ﾠvitality	 ﾠworldwide	 ﾠof	 ﾠnon-ﾭ‐artworld	 ﾠart,	 ﾠitself	 ﾠembodying	 ﾠa	 ﾠhuge	 ﾠvariety	 ﾠof	 ﾠvalues—
including	 ﾠaesthetic	 ﾠvalues.	 ﾠWhile	 ﾠsome	 ﾠof	 ﾠthese	 ﾠare	 ﾠresistant	 ﾠto	 ﾠWestern	 ﾠhomogenization,	 ﾠ
others	 ﾠconform	 ﾠto	 ﾠit.	 ﾠIn	 ﾠthe	 ﾠlight	 ﾠof	 ﾠthis	 ﾠrealization,	 ﾠI	 ﾠask	 ﾠa	 ﾠfinal	 ﾠquestion:	 ﾠCan	 ﾠthere	 ﾠbe	 ﾠa	 ﾠ
successful	 ﾠaesthetic	 ﾠresistance	 ﾠto	 ﾠthe	 ﾠeffects	 ﾠof	 ﾠthe	 ﾠglobal	 ﾠartworld	 ﾠand	 ﾠnon-ﾭ‐artworld,	 ﾠmass	 ﾠ
commercial	 ﾠart	 ﾠmarkets?	 ﾠThe	 ﾠshort	 ﾠanswer	 ﾠin	 ﾠan	 ﾠera	 ﾠof	 ﾠproliferating,	 ﾠruthless	 ﾠhypercapitalism	 ﾠis	 ﾠ
no.	 ﾠYet	 ﾠinsofar	 ﾠas	 ﾠaesthetics	 ﾠis	 ﾠpolitics	 ﾠby	 ﾠother	 ﾠmeans,	 ﾠthere	 ﾠare	 ﾠurgent	 ﾠconcerns	 ﾠto	 ﾠwhich	 ﾠ
philosophers	 ﾠand	 ﾠother	 ﾠscholars	 ﾠcan	 ﾠgive	 ﾠvoice:	 ﾠthe	 ﾠconditions	 ﾠof	 ﾠemployment	 ﾠof	 ﾠartisan	 ﾠartists,	 ﾠ
and	 ﾠthe	 ﾠpersecution	 ﾠof	 ﾠartworld	 ﾠartists,	 ﾠin	 ﾠChina	 ﾠand	 ﾠelsewhere.	 ﾠIn	 ﾠthe	 ﾠmeantime,	 ﾠpeople—
artists—create	 ﾠsurprises.	 ﾠSome,	 ﾠat	 ﾠleast,	 ﾠwill	 ﾠalways	 ﾠmake	 ﾠaesthetically	 ﾠchallenging,	 ﾠprovocative,	 ﾠ
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46	 ﾠI	 ﾠowe	 ﾠthis	 ﾠpoint	 ﾠto	 ﾠJohn	 ﾠLysaker.	 ﾠ